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Fallen on ill days the Scholar: thus it seems 

When not to serve alone but save the State 

Is the sole object worth a Man's debate, 

And world-wide, strength with brute strength tries extremes. 

Yet if a Nation's sanction is its dreams, 

If, whether defeat or Victory its fate, 

Only the Soul can make a People great, 

Who truly serves this end his cost redeems. 

Then courage, friends ! Strong may we be and wise, 
Fervent to keep the lamp of learning lit, 
The Spirit's temple open, swept, and fit 
For the returning brave ! For those who fall 
There can suffice but one memorial, — 
A Nation worthy of their sacrifice! 

J. F. A. Pyre. 
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THEOLOGY IN PARADISE LOST 
R. E. Neil Dodqe 

One consequence of the zeal with which Milton served the 
great Puritan cause has been that even the more illustrious 
of his critics cannot quite escape the sympathies of partisan- 
ship, however negative. Addison, the first in the field, elab- 
orates his eulogy with an apparent detachment from all but 
literary considerations which is convincing — ^till we remem- 
ber that Addison was a Whig and therefore not likely to be 
disturbed by the poet's political tenets and activities. Two 
generations later, the Tory Johnson cannot prevent his rooted 
dislike of these same tenets and activities from coloring his 
sober and vigorous portrait of the great Puritan unsym- 
pathetically. Two generations later still, another Whig, 
Macaulay, elaborates another eulogy, in which the old repub- 
lican poet almost disappears beneath a wash of political, 
moral, and literary hero worship. And then comes Matthew 
Arnold. He is far too discreet and conscientious a critic to 
follow the bent of any such prejudices ; but the main battle 
of his life was against middle class, dissenting Philistinism, 
whose bom representative was Macaulay and whose accredited 
great poet was Milton, and traces of the old antagonism are 
clear beneath the surface of A French Critic on Milton. 
Among his motives for introducing Scherer to English readers 
one suspects that not the least was the chance to startle the 
complacency of middle class, dissenting Philistinism in its 
great poet. 

Scherer, though not concerned himself in English partisan 
warfare, is not wholly free from similar prejudices. In 
particular, he dislikes the Puritan theology on which Paradise 
Lost is grounded; it touches him too nearly; like many who 
have abandoned the faith of their younger years, he cannot. 
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in his mature enlightenment, view that faith, or any like it, 
tolerantly. For he grew up, it will be remembered, in French 
Protestantism and was also brought into intimate contact 
with one of the English varieties ; that is, he spent some years, 
as a boy, in England, in the household and under the in- 
struction of a dissenting minister. It would be cruel to sug- 
gest that his later dislike of Puritan theology was the fault 
of the Beverend Thomas Loader, but the fact is clear that 
he cannot abide it, and one infers that his manifest lack of 
sympathy for Milton rests in part upon this dislike. When 
his essay brings him to the scheme of Paradise Lost, he cannot 
even be true to his higher principles. ''The idea of the 
poem," he declares, **does not bear examination''; in particu- 
lar, 'Mts explanation of the problem of evil verges on the 
grotesque.'' He tries to save appearances, to be sure, by 
protesting that whether a poet's theology be obsolete or 
modem is of course a matter of indifference to the true critic, 
and that Milton's real fault is in attempting a theological 
poem; but when he tries to persuade us that Dante's poem is 
not equally theological, we can see clearly enough where the 
shoe pinches. The theology of Dante's poem is too remote 
from his own personal experiences to irritate him; perhaps, 
too, he thinks of it as more venerable and humane than Mil- 
ton 's ''sixteenth century Calvinism." In any case, one great 
fault of Paradise Lost is that its underlying doctrines and 
modes of thought are not to his taste. 

- Since the days of Arnold and Scherer conditions of partisan 
feeling have changed. Puritanism has become little more 
than a name, a convenient term of reproach against moral 
standards more conservative than one's own. Theology is 
no longer a live issue; even the Calvinists have forsaken it. 
One should be able now, therefore, to examine the workings 
of theology in Paradise Lost with little fear of being warped 
by either personal or party preference. 

One must in fairness concede, of course, that Scherer 's 
feeling for Milton and Dante is in great measure that of most 
modems. The theology of Dante's poem does not disconcert 
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US, that of Milton's poem often does. But the reasons are 
not quite those which Scherer hints or assigns — that Dante's 
theology is superior, that he does not make it so prominent, 
that ''with admirable tact" he keeps before us ''only the 
sinners and the saved." At least, his reasons, though doubt- 
less true enough, do not carry us very far toward an under- 
standing of the matter, partly because they are propounded 
with such dogmatic brevity as to appear the utterances of a 
rival theologian, partly because they are incomplete. In 
particular, he has not noted that the difference between Dante 
and Milton is largely one not of tenets but of method and ap- 
plication, that, in other words, Milton's subject forced him 
to apply theology to an end not required by Dante 's. It would 
be absurd to stress the point against Scherer, who is after all 
just throwing out "hints toward an essay," but if one wishes 
to understand the theology of Paradise Lost, the point is of 
fondamental importance. It becomes obvious as soon as one 
examines Milton's special problem. 

As Bagehot has reminded us, Milton is not simply telling 
an epic story — ^the revolt of Satan against God, and his over- 
throw, the creation of the material universe and of man, 
Satan's plan of revenge, and the consequent seduction and 
fall of man, together with the expulsion from Paradise — ^he 
is proving a thesis; that is, he is grounding his story on that 
system of dogmatic theology which, to his mind, explained 
it and gave it imiversal significance. Now, it is obvious that 
such a system, if he really wished to justify the ways of God 
to men, could not merely be implied; it must somewhere in 
his poem be set forth explicitly ; and the question must early 
have come to him: where t Conceivably, it might be reserved 
for the close, when Adam and Eve have fallen and the problem 
of their future, as ccmtinued in the generations of mankind, 
presses for solution. But obviously, to place it there would 
be to leave the significance of the bulk of the story in suspense ; 
if the story as it progresses is to have didactic weight, the 
key to its meaning must be given early. So at least Milton 
evidently decided. His confidence in the final truth of his 
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theiis being absolute, he could not foresee the difficulty in 
which the decision was to involve him. 

The rescdt is the great scene in Heaven, in Book III. Those 
who have ventured to criticise it have mostly repeated the 
objection of Pope against the task's being assigned to Gk>d 
the Father, who is thereby transformed into a ' * school divine. ' ' 
And Qod the Father does indeed argue his case against man 
with a rigor of logic that is fairly appalling. These critics, 
however, do not take into account the very practical con- 
sideration that, at this early date in the history of the universe^ 
there is no one else to do the expounding. Even if the ex- 
position had been deferred to the end of the poem, Milton 
could not well have delegated it to another, for the truths to 
be promulgated had to be given the full force of divine 
authority. Indeed, deplorable as the r61e assigned here to 
Gh>d may be or his being brought openly before us as an actor, 
one cannot but recognize that Milton chose the most direct 
and vivid means to his end. The real difficulty does not lie 
there; it lies in the fact that the whole scheme of original 
sin and ultimate salvation is settled now, once and for all 
time, while man is still innocent of offence. Qod sees Satan 
nearing the earth and knows, in his infinite foresight, that 
Satan will prevail ; but he does not choose to wait till the hour 
of Satan's victory and man's fdll. To use tiie language of 
practical life, he makes all his arrangements beforehand. It 
is this cool, practical forehandedness of the Father, I believe, 
which mainly underlies whatever dim dissatisfaction we feel 
with Milton's justification of the ways of Gtod to men— not, 
as Scherer would have it, that Milton's ''explanation of the 
problem of evil verges on the grotesque." Scherer was a 
trained theologian, and therefore presumably a competent 
judge in this field; most of us others, who cannot tell good 
theology from bad, are less disposed to dogmatize. This is 
a tragic and contradictory world and any vigorous attempt 
to explain it will appeal to our intellectual sympathies. But 
it is of the essence of such an attempt that it should be tiie 
explanation of existing facts, and that is precisely what the 
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thedogizing of Paradise Lost is not. It is essentially a plan 
of action. 

Dante's subject brought him into no such difficulties. His 
poem, like Milton's, is grounded in dogmatic theology; but 
there is this fundamental difference, that it deals with spirit- 
ual facts already long in existence. His topic is not the fall 
of man and the beginnings of our present world; man is 
already long since fallen and the world old in evil. He does 
not have to amplify the story of Gtenesis, and rationalize it ; 
what he sets himself to do is to survey and rationalize the 
conditions of the present. HeU shows us sin in its varied 
pathos and hideousness and its power to degrade ; Purgatory, 
the processes of spiritual purification ; Paradise, the beatitude 
of union with God. We may or we may not admire Dante's 
theory of the phenomena; but the phenomena themselves, in 
their plain human truth, we cannot deny, and his theory has 
behind it the power of sincere inquiry, historic and personal. 
And we may notice in passing that this theology, in whole 
or in part, is nowhere expounded by God. Dante was under 
no compulsion to bring God openly before us as an actor. 
The God of the Divine Comedy does not declare himself, does 
not explain himself; he is that point of intensest light, at 
the summit of the empyrean, in the fleeting vision of which 
the poet's faculties are overwhelmed and the poem reaches 
a triumphant conclusion. Nor do the angels theologize. All 
explanation of the ways of Gk>d is placed in the mouths of 
the spirits of men — ^Virgil, Beatrice, St. Peter, and other 
human inhabitants of eternity. And this, we feel, is as it 
should be, for theology is the peculiar concern of man. 

How theology will appear when, on the other hand, it is 
all laid out in advance by a God who means to sit by and see 
it woi^ is best illustrated by the mission of Raphael, the 
longest of the episodes in Paradise Lost, Raphael visits 
Adam, tells him the story of Satan's revolt against God and 
his expulsion from Heaven, describes the creation of the 
world, and impresses on him the seriousness of his responsi- 
bility. Raphael has been sent by God. Why! To warn 
Adamt To help him resist temptation! But Gk>d knows 
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that Adam will fall and has declared his knowledge to all the 
host of Heaven. No: Gk>d sends Raphael to Adam, as he 
himself says, 

Lest, wilfully transgressing, he pretend 
Surprlsal, uliadmonished, unforewamed. 

That is, the real object of the mission is to deprive Adam of 
all possible excuse, to make his condemnation easier for God. 
In the light of that ugly fact, the visit, with its parade of 
friendliness, becomes no better than a solemn mockery. 

Some such cruelty is of course implicit in Dante's theology 
as well as in Milton's. To ordinary modems the old theory 
of sin and atonement, whether Catholic or Protestant, is sure 
to seem inhuman. Gk>d knew beforehand that man, if he 
created him, would fall; yet he created man; he therefore, 
according to any human comprehension of his act, willed sin 
and misery. Both Dante and Milton accept the premises, 
and we draw our necessarily finite conclusion. Yet one poet 
satisfies our imaginative sympathies and the other does not 
Can there be any doubt of the reason f Dante is able to let 
theology function normally and Milton is obliged to give it 
work for which it was never intended. By bringing Gk>d 
into the field as an epic personage, in control of an action to 
be elaborated step by step to a foreseen conclusion, Milton 
inevitably subjects him to human standards, and since the 
motive ideas of his God are inhuman, he also inevitably brings 
him and all his work into clash with the instincts of our com- 
mon humanity. 

Whether Dante, had he set himself the same subject as 
Milton, would have executed it with the same rigor is a topic 
for ingenious speculation. He had all the sternness of Mil- 
ton ; but he had also a deep vein of human tenderness which 
Milton lacked and a profounder sense of spiritual mystery, 
and this last would, in any event, have saved him from another 
fault which has made the celestial economy of Milton's poem 
unsympathetic to us. Had he been obliged to recount the 
war in Heaven, he could hardly have made Heaven the realm 
of immateriality and light that his own subject allows him 
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to depict, and his angels could hardly have been the creatures 
of mere impalpable light that he makes them; one cannot 
conceive, however, that he would have been content with the 
Homeric anthropomorphism that satisfies his Puritan suc- 
cessor. For besides the mere difference in quality of genius, 
he was trained in another school ; and when we examine this 
anthropomorphism of Milton we perceive that it is not merely 
a condition imposed by the demands of concrete narrative, 
and accepted by a mind insensitive to mystery, but a settled 
religious conviction, that it is, in fact, one of the most char- 
acteristic marks of the Puritan. Puritanism, that is, with 
its zeal for primitive truth, revived conceptions and modes 
of thought which Catholic Christianity had, in a sense, out- 
grown. To the Catholic, the text of Scripture was not a lit- 
eral and self-sufficing record; it had been modified by cen- 
turies of progressive interpretation, and softened and adapted 
to the developing sense of a composite world. All this web 
of historic and often over-subtle thought the Puritan swept 
away : he went straight back to the Bible as the only ground 
of truth, and along with the New Testament he set himself 
to study the Old, which in fact he made his special domain. 
There he discovered many things which Catholics had for- 
gotten, or explained away. He discovered, for one thing, 
that angels really eat. When, in Book V of Paradise Lost, 
Baphael visits Adam, he is invited to share in the noonday 
meal; and we read: 

So down they sat. 
And to their viands feU; nor seemingly 
The angel, nor in mist — the common gloss 
Of theologians — but with keen dispatch 
Of real hanger, and ooncoctive heat 
To transubstantiate . . . 

with more of the physiological process which need not be 
given. The theologians alluded to were, of course. Catholics, 
who preferred to interpret angelic eating and digestion figur- 
atively. A detail like this, though it concerns the most 
important of Milton's angels, one may easily make too much 
of, especially if one is fond of a jest. Milton's Gk>d, how- 
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ever, is central and unmistakable. He is in good part just 
the Ood of the Old Testament, as interpreted by the men who 
went back to their Bible for guidance and took it literally — 
the jealous and wrathful God, the Qod who laughs his enemies 
to scorn, the God of lightning and darkness, the God of 
thunder and trumpets. Raphael is again our best witness. 
He was not present at the creaticm of Adam ; for, says he, 

I that day was absent, as befeU, 
Bound on a voyage uncouth and obscure. 
Far on excursion toward the gates of HeU, 
Squared In full legion (such command we had) 
To see that none thenoe issued forth a spy 
Or enemy, while God was in his work. 
Lest he, incensed at such eruption bold, 
Destruction with creation might have mixed. 

A God whose temper is so hasty and uncontrollable that he 
must set special guards upon it whenever an outbreak might 
do regrettable damage carries us far back indeed from 'Hhe 
love that moves the sun and the other stars." If he really 
carried us back to the beginnings, we might be content to 
forget the God of Dante; but he does not; he is in fact 
neither the new nor the old. For, trained from boyhood in 
all the intellectual arts of antiquity and the Benaissance, 
Milton was by that very training unfitted to command those 
primitive conceptions of Divinity that are so impressive in 
the Pentateuch or the Psalms, and when, as a convinced 
Puritan, he tried to give them place in the person of his new 
God, he spoiled not only them but those other conceptions 
(which he could not do without) which were the product of 
a rationalizing Christianity. 

If, on the one hand, however, Milton's theology and the 
demands of his epic narrative throw into high relief ideas 
that we cannot now sympathize with, and thereby diminish 
the appeal of his poem, on the other hand they underlie the 
creations that have made it immortal. For if theology be 
the science of Gk>d, it is also, by implication, the science of the 
Devil, and what the Devil has been to the fame of Paradise 
Lost is beyond reckoning. Even the anthropomorphism that 
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is SO dissatisfying in Heaven takes on new and wonderful 
life in Hell and its inmates, and the demands of the epic 
action, which make Ood intolerable, give Satan free play for 
energies that are essentially human and inspiriting. It is 
at this point that Scherer is most likely to irritate us. He 
has nothing to say but that the character of Satan is ** inco- 
herent" and based on **a contradictory idea: for it is con- 
tradictory to know God and yet attempt rivalry with him'* — 
which is quite true as an intellectual proposition, but which 
no more accounts for Satan than it would for lago. If there 
is an objection to be made against Satan, it is that his solitary 
grandeur overbalances the poem and, in the absence of any 
true rival, diverts our sympathies from the end that Milton 
proposed. Milton, in fact, was in the grip of epic necessity. 
He had conceived of the fall of man as revenge taken by 
Satan upon God for having been thrown out qi Heaven, and 
this idea necessarily gave Satan the chief epic rdle. For the 
essence of the epic is action. God and the Son, to be sure, 
do, in a sense, act: they suppress Satan's revolt; they create 
the physical universe ; they punish disobedient man ; but they 
do not, they cannot, like Satan, set themselves a definite task, 
face incalculable difficulties with cool alert resolution, and 
carry it through to success. The scheme of salvation which 
they devise is not a true task and is moreover matter for action 
in the dim future, not in the epic present. The angels, of 
course, are altogether out of the reckoning: as mere execu- 
tors of God's orders, they are forever debarred from individ- 
ual initiative. Nor can Adam and Eve act to any true epic 
purpose; they have nothing to achieve; they can only resist 
without aggression. Satan alone has a definite object to work 
for. He alone has practical difficulties to face, has to strug- 
gle and persevere. That he should have an epic interest for 
us far beyond that attainable by the other personages of the 
story was inevitable. 

Milton^'s problem was not unlike that which Shakespeare 
would have had to face if he had tried to write Othello, leav- 
ing out the Moor. Imagine the husband of Desdemona a 
kind of Boderigo, a mere cowardly dupe. What would be 
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the result? Why, lago, being the only character of real 
decision and force, would inevitably rouse a kind of sym- 
patiietic admiration. In the tragedy as we have it, what 
keeps lago in his proper place is the commanding and patiietic 
figure of Othello himself, a bom leader and man of action, 
passionate and generous, the victim not of ignoble unintel- 
ligence but of manly simplicity of mind. Paradise Lost 
lacks an Othello. 

But Satan has a higher claim on our attention than mere 
epic importance: he is the greatest embodiment in English 
poetry of one eternal type of the human spirit — the rebeL 
On this point, Milton could hardly have guessed the extra- 
ordinary future of his creation; for the rebel, as a human 
type entitled to respect and often to sympathy, was not 
recognized in Europe till the period of the French Revolu- 
tion. Cromwell and the Puritans might be rebels, but only 
in the eyes of the Royalists: in their own eyes they were 
liberators. The term * * rebel * ' was in itself a term of reproach, 
and was to remain such till the days of Byron. Milton, there- 
fore, would be not a little perplexed at our strange modem 
sympathy with Satan, which to him would be almost incom- 
prehensible. But he was a great artist and he had a theme 
of immense new possibilities, and whether or not he fully 
understood their implications, he set himself to work them 
out with all the power which had been accumulating in him 
during his long years of training for the highest poetic service. 
The most important of those possibilities was Satan. To the 
Middle Ages and the Renaissance (though the Renaissance 
did not much believe in him) the Devil had been a being 
primarily ugly and malicious, a being whose power lay 
altogether in deceit or a kind of sordid violence — ^monstrous 
and ignoble. That is the Devil of Dante and Tasso, not very 
remote from the vulgar Devil of the mystery plays and of 
mediaeval sculpture, who has survived in the folk poetry of 
Bums. Milton saw that the Devil of Paradise Lost, who was 
to wage war in Heaven on God and to seek in Hell some means 
of avenging his overthrow, could not be such a misshapen 
and degraded creature. His original sin was pride, his 
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crime open rebellion, and after his overthrow he could not 
for a time be "less than archangel ruined/' To whatever 
meanness he might ultimately sink, he must, in the early days 
of his evil, possess a grandeur of mind commensurate with 
his offence. To belittle him would be to belittle God. On 
this conception, hitherto unrealized in poetry, the imagina- 
tion of Milton fastened with unforgettable power. In the 
vague and terrible landscape of Hell the figure of Satan 
emerges from among his lesser companions as the unmatch- 
able type of leader in a lost cause ; for what merely human 
leader can be placed beside himf The qualities essential to 
his r61e are stamped upon his speech like the characters on 
a coin. First, resolution, without which no leader, especially 
in a lost cause, can keep his followers in heart. 

What though the field be lost? 
All is not lost, the miconquerable wiU, 
And study of revenge, immortal hate. 
And courage never to sutoiit or yield. 
And what is else not to be overcome. 
That glory never shall his wrath or might 
Extort from me. To bow and sue for grace 
With suppliant knee, and deify his power 
Who, from the terror of this arm, so late 
Doubted his empire — that were low indeed; 
That were an Ignominy and shame beneath 
This downfall. 

But resolution in the face of disaster is not all that a leader 
needs. Moloch is resolute enough : he is not only ready but 
eager for a second fight with God, and sees in hdl-fire only a 
new weapon that may be turned against their conqueror. 
For Moloch is mere brute courage, without intelligence. What 
distinguishes Satan is that, together with this indispensable 
resolution, he has the genius to conceive new policies in place 
of the old. He has fought God openly for the monarchy of 
Heaven, and failed. Henceforth he will seek a monarchy of 
his own, grounded on antipathy to God. **0f this be sure,'" 
is his reply to the desponding Beelzebub, 
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To do aught good never will be our task, 
But ever to do ill our sole delight. 
As being the contrary to his high will 
Whom we resist. If then his providence 
Out of our eril seek to bring forth good« 
Our labour must be to pervert that end. 
And out of good still to find means of evil. 

While there was a chance of gaming dominion in Heaven, he 
bent his energies to that end; but, Heaven lost and Gtod 
supreme in good, he can yet find room for himself and work 
for him and his. ** Space may create new worlds'' for them 
to occupy ; and as for good, if that is usurped by his enemy, 
there remains evil. This sublime energy of will and intellect, 
springing with undiminished elasticity out of utter ruin, 
rousing and inspiriting a host of dejected followers, and 
guiding them on to a new venture, raises Satan to an undis- 
puted place among the very greatest creations of poetry. So 
profound is the impression that he makes upon us in the early 
books that when dissimulation and fraud begin to undermine 
his grandeur, we cannot quite believe that the poet is telling 
us the truth about him. Like Byron, we can fully realize 
only the * * archangel ruined. ' ' 

The personality of Satan, however, is not the only per- 
sonality in Hell. One of the curious aspects of the poem, in- 
deed, is the contrast in this matter between Hell and Heaven. 
There are no personalities in Heaven, nor could there be ; for 
to attribute a specific personality to God would be unthink- 
able, and as for the angels, since they have little or nothing 
to do but to execute orders, they have no fair opportunity to 
assert themselves. Hell, on the other hand, is full of real 
persons. It is, in fact, our best reminder of how much the 
human individuality that we see in the world about us is the 
gift of original sin. The grand debate in the second book has 
been chiefly praised for its eloquence, and every critic refers 
to Lord Brougham's remark that here we have the very finest 
models in English of great parliamentary oratory. But what 
is even more striking is the characters of these successive 
speakers. They rise before us as eternal types of humanity. 



Digitized by VjOOQIC 



THBOLOGY IN PARADISE LOST 21 

There is Moloch, who cannot understand that they have been 
hopelessly beaten, whose one idea is to begin another war. 
He is the blind fighter, who never learns. There is Belial, 
interested above all else in the life of the mind, who can ex- 
pose with merciless satire the folly of Moloch's plan, but who 
has no plan of his own except acquiescence in the inevitable. 
He is the Hamlet among these devils — the modem ** intellect- 
ual" — and he is not popular. There is Mammon, essentially 
practical, who sees the insanity of renewing fight with an 
omnipotent Qod, who sees also that Hell is a place of great 
material resources, and who wishes to develop those resources. 
It would not be difficult to name distinguished contemporaries 
of whom he is the great archetype. And so they rise, one 
after the other, each representative of a permanent human 
point of view and a permanent human bent. Without them 
the towering personality of Satan would lack its natural 
setting. 

At this point we seem to be remote indeed from the more 
obviously theological considerations with which we started. 
The remoteness may serve to remind us that in a poem like 
Paradise Lost no single element can be isolated. We may 
think of Milton's theology as no more than a set of doctrines 
that give a rationalistic bent to his story, affect its general 
design teleologically, and account for such details as the char- 
acter and r61e of the Son; but such a conception is incom- 
plete. For the truth of course is that theological convictions, 
like any others that touch life, though in origin perhaps in- 
tellectual, must ultimately, when they have taken firm root 
in a man's mind, flower in the workings of his imagination 
and, if he be a poet, spread incalculably over the soil of his 
poetic creation. In this sense, the theology of Paradise Lost 
is all but coextensive with the epic. To discuss it at length 
has been beyond my present purpose, which is rather to show 
that if, to our modem apprehension, it has issued in a God 
who is a kind of super-Teutonic Junker and in a Heaven 
which is a kind of glorified Berlin, it has also helped to shape 
the most memorable group of figures in the poem, the in- 
domitable Satan and his fellow sufferers in the great Lost 
Cause. 
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Warner Taylor 

''Style" is one of those unapproachable words — ^like ** ro- 
mance" or ''beauty" or "religion" — ^that are ordinarily only 
partially defined. The varying notions of .critics are bafOingly 
complex, and ordinarily fail of synthesizing the many impli- 
cations involved in the term. "The style is the man," says 
Buffon. "The web, then, or the pattern; a web at once sen- 
suous and logical, an elegant and pregnant texture: that is 
style," declares Stevenson. The one is interested in the com- 
poser and will look for a revelation of personality; the other 
will demand beauty in the medium, whether the character and 
temperament of the author can be glimpsed between the lines 
or not. Both are right, for they are describing the same wall 
from different sides. But perhaps if we admit with Steven- 
son, as, indeed, we must, that beauty and clarity are con- 
comitants of memorable style, and with the Frenchman, though 
here with reservations, that a writer's personality will find 
expression in his prose, we may discover it advisable to con- 
struct a new definition including these three elements. Style, 
then, I believe — though this paper has to do with but one 
phase of the definition — ^is the pleasing and accurate expres- 
sion of thought and may or may not, but usually will, reflect 
the individuality of the writer. It is when we recall the ob- 
jectivity of even the higher journalism of the present in 
comparison with the subjectivity of such writers as Sir 
Thomas Browne or Charles Lamb, that we admit how variable 
a quantity is the presence or absence of a breathing author. 
Now these three elements, beauty, clarity, and the living 
presence of the writer, may best be discussed under two main 
heads, — ^the first, content or subject matter, being concerned 
among other things with logical clearness in presentation and 
with the author's revelation of himself; the second, form or 
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Structure, having to do with all technical considerations of 
sentence architecture, for the sentence is the unit of style. 
With the first belong, on the one hand, all those elements of 
beauty or decoration — ^rhythm, alliteration, cadence, arsis 
and thesis, all considerations of diction, — ^and on the other, 
such imaginative flashes and such personally figurative use 
of language as may serve to disclose the temperament and 
quality of the writer. With the second belong all matters 
concerning parallelism, balance, the devices of the coupling 
and the triad, periodicity, looseness, predication, — all the 
problems of construction. In the main this discussion will 
concern itself with these last phases of Johnson's style, — 
though indirectly with several aspects of the former, since 
the esthetics of expression and the cast of the sentences 
through which appeal is gained are inter-dependent. 

And furthermore it will be a chronological examination of 
his style from this point of view in the hopes of making clear 
the extent to which it varied from the earliest analyzed item, 
The Life of Sarpi, 1738, to those final Lives of the Poets 
which were written in 1781. In the case of most men such 
an analysis would profit little, style with so many writers, 
save for the subtle changes that maturity or continuous ap- 
plication induce, being fixed throughout their careers. It 
would avail little to subject Addison, Steele, or Swift to 
such a study : they were in the beginning as they are in the 
end. And even with Macaulay, or Pater, or Lamb, in whom 
changes may be observed as development came, the variations 
are too slight for registration by the heavy hand of mechan- 
ics — and mine here is such. 

But Johnson is different. To me he is one of the paradoxes 
of literature. For we are wont to say that old age is con- 
servative, youth radical and impressionistic ; that you cannot 
teach ageing Bruno new tricks. But Johnson learned them, 
and at three score and ten became a radical. A mere surface 
comparison between the expository papers of The Rambler 
of 1750 and the expository portions of the Lives of the Poets 
of 1781, or between the narrative lives of 1740 and the 
narrative sections of the Lives of the Poets, will establish the 
fact. The change was evolutionary rather than instant; 
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each lustrum added an element of nervous strength and 
swiftness. Even to the end, of course, there was over-much 
of artifice, but the difference in force was pronounced. One 
gathers the impression from most brief and elementary criti- 
cisms that the learned Dictator was a dogmatist — and dog- 
matists are slow of change, — ^but in his style at least, this 
will not hold. However prejudiced or intolerant his points 
of view, he effectively altered the manner of their presenta- 
tion. 

In order to define the limits of my analysis I am entering 
a sequential list of his major works : 

Eminent Lives 
a_l738-1751 
b — 1756-1763 (So divided for stylistic reasons.) 

Parliamentary Debates, 1740-1742 

Sermcms, (finished before 1753) 

The Rambler, 1750-1752 

The Adventurer, 1753-1754 

The Dictionary, 1755 

The Idler, 1758-1760 

Rasselas, 1759 

A Journey to the Hebrides, 1775 

Lives of the Poets, 1777-1781 

With the Adventurer papers, with Rasselas, and with A 
Journey to the Hebrides I have nothing to do. The con- 
tributions to Hawkesworth's Adventurer are merely continu- 
ations of the Rambler methods; Rasselas and A Journey to 
the Hebrides are narratives, and it has seemed wisest to 
analyze his narrative style in connection with the biographies 
he wrote. The Parliamentary Debates and the Sermons will 
be touched on only incidentally while considering the style 
of the general Rambler period. My chief concern lies with 
the Eminent Lives, The Rambler, The Idler, and the Lives 
of the Poets, In the main, 1755, the date of the Dictionary 
and the Chesterfield letter, may be accepted as the pivotal 
year. Before that time the vast majority of the sentences 
he wrote were heavy beyond need. The labors of the second 
period fall into two major divisions: the Idler papers and 
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the Lives, the former relatively light in relation to the weight 
of The Rambler and relatively heavy in comparison with the 
final biographies. His mastery of forceful English, then, was 
in direct ratio to his years. 

I have hinted that my method was to be mechanical and 
statistical. This is due to a fault in my nature, for I have 
ever loved to see the 4-ness of 2-|-2 established. I have taken 
no pre-assumptions to my analysis: I recall from my boy- 
hood the aged saying that, although figures do not lie, it is 
not beyond the powers of prevarication to figure ; and I was 
afraid lest pre-conceived bias might lead — ^unwittingly, for 
I have a conscience — ^to the selection of passages aptly illus- 
trative of my theories. In consequence I have been meticu- 
lous (the word is a popular one with scholars) in choosing, 
as well as within me lay, sections typical of the period and the 
type. Even so, human nature is weak, and statistics not 
wholly conclusive. I claim not definitiveness, merely a fairly 
accurate establishment of tendencies. And I crook the knee 
of humility in the face of the scofSng abroad in the land 
against the word-counting proclivities of contemporary 
scholarship. 

Johnson's vocabulary, with its reputation for formidable 
polysyllables, has long been the sport of the idle. No criti- 
cism of his style, however brief, has ever forgotten to comment 
on its ** ponderosity." And all this until it is frequently 
believed that his little fishes, to the last and least of them, 
talk like Leviathan; and that his works are a thesaurus of 
odd and whirling words almost beyond Webster, drawn by 
force of research from the uttermost nooks and crannies of 
his own dictionary. Now in all this, of course, there is much 
truth. But the whole tale is never told when one merely turns 
his pages — as one easily may — and unearths such a list of 
musty curiosities as the following: proendal, moment aneoits, 
interstitial, supplant ation, supervenient, annuitant, obtunds, 
pravity, divaricate, amendations, propagate, procerity, and 
operose. No one whose sense of humor was to be relied on 
in moments of temptation would use these words in popular 
essays and biographies in a language rich in humble but 
accurate synonyms. Their occurrence, however, is far rarer 
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than is generally supposed, and he showed a decided bent 
towards relative simplicity as he entered on the composition 
of the Lives of the Poets in his final literary period. The 
Rambler, transgressor in so many regrettable matters, is the 
chief repository for his weighty Latinity. In the last issue 
of this periodical he freely states his early policy towards 
words, though with little recognition of its danger : 

Wlien common words were less pleasing to the ear, or less dis- 
tinct in their signification, I have familiarized the terms of phil- 
osophy, by applying them to popular ideas, but have rarely admitted 
any words not authorized by former writers; for I believe that 
whoever knows the English tongue in its present extent, will be 
able to express his thoughts without further help from other nations. 

Perhaps it was this tendency to familiarize the terms of phil- 
osophy that caused him, in that well-known instance, to para- 
phrase his incisive comment, *^The Rehearsal has not wit 
enough to keep it sweet,'' into that phraseology nearer to his 
heart's desire and further from our own, '*It has not vitality 
enough to preserve it from putrefaction." 

He was all his life a preacher of sermons, and in the 
pre-Dictionary period a preacher from a pulpit draped in 
black — stately and forbidding. Lacking wholly Addison *s 
turn for raillery or Buskin's for eager denunciation, he was 
oppressive in his solemnity. His words issued into being 
with spondaic deliberativeness without the lightness of touch 
to be marked in a Spectator paper or the power of the Crown 
of WUd Olive. They are lead poured into a mould, — ^the 
mould of his Rambler sentence. And it seems to me that 
they are forced into disrepute from their identification with 
this very formula, the labored rhetoric of which is retro- 
active on the units composing it. Matthew Arnold says: 
''The reproach conveyed in the phrase 'Johnsonese English' 
must not mislead us. It is aimed at his words, not at his 
structure. In Johnson's prose the words are often pompous 
and long, but the structure is always plain and modem." 
Now I think the two things go together, words and structure. 
Even an assemblage of humorists in the setting of a twilight 
cathedral will take on unwonted solemnness. His words, of 
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course, are long, longer than they should be, long enough to 
support the charge of Latinization. But the sentence of the 
Rambler period with its formal devices of balance and counter- 
balance would have reduced the merriest vocabulary to 
seriousness. 

But we do not have to theorize altogether on this matter 
of the Latin element, because the facts of the case are avail- 
able. Before I advance them, however, I should like to 
make a point or two in relation to word-length. It is axio- 
matic that Anglo-Saxon words approach the monosyllabic 
and that those from the Latin tend toward the polysyllabic. 
It is just as obvious to say that Anglo-Saxon is the vocabulary 
of the heart and home, Latin of the intellect. My childhood 
Robirhson Crusoe in Words of One Syllable drew almost wholly 
on our native stock; an advanced ornithology I reviewed last 
week was just as pronouncedly Latin. Wordsworth's We 
Are Seven averages 1.18 syllables per word; a section from 
James's Psychology that I have in mind, 2.07. Between the 
two styles lies the ocean. I have come to the conclusion 
through analyzing many passages that normal exposition — 
by which limitation I mean to exclude simple' personal prose 
on the one hand and technical prose on the other — will fall 
between 1.45 and 1.50 syllables per word, and that normal 
descriptive or narrative prose will find its limits between 
1.30 and 1.40. Strange as it may seem there is an appreciable 
diflference between 1.30 and 1.40, or between 1.40 and 1.50, 
and even the inexperienced can pronounce on the difference 
between 1.30 and 1.50. The former derives largely from the 
Anglo-Saxon, the latter from the Latin. The following pas- 
sages lie at the extremes. The first is from the prose of 
Lincoln and averages 1.07; the second is the solemn pro- 
nunciamento of an Illinois high school and covers — success- 
fully — ^its aims. It averages 2.00 syllables to the word. 

I am not bound to win, but I am bound to be true. I am not 
bound to succeed, but I am bound to Uve up to what light I have. 
I must stand with anybody that stands right; stand with him while 
he is right and part with him when he is wrong. 
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A democratised programme of studies for each student pursued 
amid a socialized environment with content of each subject vital- 
ized with vocational functioning. 

The same polar extremes may be illustrated by the two 
appended sentences from Kipling and Poe, both extracts 
from descriptive sketches: that from the Jungle Book aver- 
ages 1.18 and displays the strength of the short, specific 
word; that from Poe's story The Elk averages 2.00 and 
exemplifies the unsuitability of Latin for pictorial prose. 

The green growths in the sides of the ravines burned up to 
broken wires and curled films of dead stuff; the hidden pools sank 
down and caked over, keeping the last least footmark on their 
edges as if it had been cast in iron; the juicy-stemmed creepers fell 
away from the trees they clung to and died at their feet; the bam- 
boos withered, clanking when the hot winds blew, and the moss 
peeled off the rocks deep in the Jungle, till they were as bare and 
as hot as the quivering blue boulders in the bed of the stream. 



Its banks are generaUy, indeed almost universally precipitous, 
and consist of high hills, clothed with noble shrubbery near the 
water, and crowned, at a greater elevation, with some of the most 
magnificent forest-trees of America, among which stands conspicu- 
ous the Liriodendron Tullpfera. 

In this same manner the extremes of Johnson's own style 
may be fairly well shown. The first I quote, a well-known 
leaden scrap from Rasselas, with a 1.87 average, is the kind 
of passage so commonly quoted against his sanity ; the second 
is a typical section from his life of Dryden in the Lives of 
the Poets. It averages considerably below his norm, with 
1.38, but is fairer as an example of his final style because its 
counterpart is of far more frequent occurrence. 

"Dear Princess," said Rasselas, "you fall into the common errors 
of exaggeratory declamation, by producing, in a familiar disquisi- 
tion, examples of national calamities and scenes of extensive mis- 
ery, which are found in books rather than in the world." 



They have not the formality of a settled style, in which the first 
half of a sentence betrays the other. The clauses are never bal- 
anced, nor the periods modelled; every word seems to drop by 
chance, though it falls into its proper place. Nothing is cold or 
languid; the whole is airy, animated, and vigorous; what is little. 
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is gay; what is great, is splendid. He may be thought to mention 
himself too frequently; but while he forces himself upon our esteem, 
we cannot refuse him to stand high in his own. 

Jdmson's word-length, as a glance at the following table 
will show, varied little. Nevertheless one interesting fact is 
to be noted: where the Rambler average was nearly 1.57, 
that of The Idler was 1.52 — at least a ponderable decrease. 
There are in The Idler, too, fewer freakish words — in the 
Lives of the Poets fewer still, another example of the general 
lightening of his prose. His biographical narrative changed 
little in word-length during the half -century of his writing. 
His pure narrative of the Rasselas and Journey to the 
Hebrides type, I have not examined. The weight of the 
expository sections from the Lives is due to the need for 
critical nomenclature, always Latin in derivation. 

TABLE I 





Words Involved 


Word Lenirth* 




ler 


IgtlO 


15t084 
12,088 


1.54 


Randi 


Last 10 








1.50 












let 15 


18.804 
18,688 


1.51 


Idler. 


Last 15 






1.58 




ofthePoeUt*.. ^ 


N&rrEtlv6 ........... 


10,508 
10.881 


1.58 


IAV€8 


Bzpositlon 


1.50 








Etnin^/nf- TAnMt* 


15,080 


1.58 











* In determining word-length I have considered only such syllables as one would 

pronounce in soeatdnff or readlncr aloud. Such a method, dlsreffardlnff silent 
syllables, would record as two-syllable words " business** and * involved.** I 
have counted as well all **framework** words-^irticles, conjunctions, and prep- 
ositions. 

* Sections from the lives of Addison, Prior, Pope, Oowley, Milton, Waller, Butler 

and Dryden. 
" Sections from the lives of Savage, Drake, and Boerhaave. 

It is for purposes of comparison that the accompanying 
list of writers with their word-lengths in one or more of three 
general fields of writing is included. All entries involve an 
examination of from 2500 — 5000 words chosen from the 
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representative and typical sections of each author. It will 
be seen that Macaulay and Johnson have about the same word- 
length, and that De Quincey is heavier than either. Johnson 
seems to outweigh both for the reason that he lacked the 
power Macaulay possessed to energize his words, and De 
Quincey 's to give them distinction. 



B«oon 

Klplinff 

Sterenson... 

Raskin 

Macaulay... 
De Quincey. 
Johnson 



Rzpositlon 



1.80 



1.44 
1.51 
1.6T 
1.61 
1.56 



Bioffrapbical 
narrative 



1.44 



1.53 
1.53 



Description 



1.35 
1.38 
1.88 



The rhythm of Johnson's prose is well worthy of discussion. 
Prose rhythm, as I understand it, when memorable for excel- 
lence, is based on the occurrence in pleasing combination of 
accented and unaccented syllables, 'Hhe alternate swelling 
and lessening of sound at certain intervals. '^ It differs 
from poetic rhythm in that there is no tendency to force the 
natural stress of the voice to conform with any rigid metrical 
system ; for phonetic rhythm or stress or natural accent and 
thought development go hand in hand in prose. This holds 
true in verse as well, though in varying degrees — from 
doggerel, where there is found what never should occur in 
normal verse, complete identification of natural accent with 
the foot-accent of the system of versification — AU the king's 
horses and aU the king's men — from doggerel, then, to the 
freer, higher verse of Shakespeare and Milton, where the 
genius of the poetry lies in word-groups that over-ride the 
metrical system rather than in feet uniformly accented — 
Of Man's first disobedience and the fruit, for instance, a 
line expressing itself through three such word-groups. The 
genius of prose, on the side of rhythm, lies in the word-groups 
too, though, Mr. Thompson-Seton and the Dickens of the 
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death-bed scenes to the contrary, no metrical system should 
obtrude, like an undercurrent affecting the surface of the 
word-flow, to confuse the boundaries of the two forms. It 
seems to me that within the sentence there are two principles 
underlying the quality of the rhythm, — for one thing the 
happy selection in the separate thought-concepts or phrases 
and clauses of words that blend with themselves to form a 
euphonic rhythm-group — for another, the welding together 
of these sentence units into the larger harmony of the sentence 
itself. This last is a problem of arrangement, of an effort 
properly to synthesize, and failure is often attributable to 
weak period endings. If either principle be violated, the 
sentence cannot be a perfect rhythmic unit, for perfection 
will not exist in the face of imperfection. The following 
sentence from Carlyle, in my judgment, sins against both 
laws: 

What Stoicism soeyer our Wanderer, in his individual acts and 
motions may affect, it is clear that there is a hot fever of anarchy 
and misery raging within; coruscations of which would flash out; 
as indeed how could there he other? 

In this period, up to the moment of the italicized section, 
the general movement is iambic and anapestic accompanied 
by euphonic coalescing of word-group with word-group. But 
the element '*of which would Hash ouV is a rebel against 
the general rhythmic scheme, and runs counter to the first 
principle. The final clause ^^as indeed how covld there be 
other f is anti-climactic and fails to coordinate the various 
sections to bring about the swelling harmony of a memorable 
period. 

Now notice this sentence from Johnson's Rambler: 

Eminence of station, greatness of effect, and all the favours of 
fortune, must concur to place excellence in public view; but forti- 
tude, diligence, and patience, divested of their show, glide unob- 
served through the crowd of Ufe, and suffer and act, though with 
the same vigour and constancy, yet without pity and without praise. 

Here, surely, there is satisfaction of both principles. Never 
a cacophonous phrase, never a hitch; always perfect con- 
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cordance, always perfect felicity. The ebb and flow of the 
current is easy and equable. The bed of the stream, the 
mould of the sentence, lies in a placid meadow, straight and 
shapely, far from the tortured mountain torrent of the soar- 
ing Carlyle in his greater moments. And this sentence is 
typical enough of his early manner. He is one of the most 
rhythmical of our stylists in this his first period of before 
1755. 

Not one of the most subtly rhythmical, however. He 
knows nothing of the hidden and unescapable magic of De 
Quincey or Pater or Sir Thomas Browne, who weave their 
lovely webs on wizards' looms; who reject, when they are 
most memorable, the obvious devices of couplings and triads, 
of like-placed nouns with equal adjectives, of parallelism and 
balance and antitheses and labored series. At least on the 
slrillful employment of such methods their power does not 
depend. They snatch graces beyond rhetoric. But John- 
son's style derives far more from thinking closely on the 
nature of art than from a surrender to the simple artlessness 
of nature. No man of English letters, always excepting Lyly 
and Swinburne and Macaulay, depends more on a knowledge 
of how to produce rhythmical effects. He understands that 
when word balances word, phrase phrase, clause clause, 
that when all the elements are knit into a pattern that 
pleases our sense of articulation and proportion, a swelling, 
harmonious sentence will stand as a memorial to the effort. 
It is on such principles that the rhythm of Johnson's exposi- 
tion relies during the half -century of his writing. 

The rhythmical movements of the prose of his early and 
late periods varied greatly however — ^and this is an important 
point. We are given in general to thinking too much of the 
somber stateliness of the movement of the Rambler period, 
of the owl-like solemnity of the preacher-prose of the early 
manner. It is found throughout The Rambler and the 
Sermons, even throughout the Parliamentary Debates, where 
the speeches are supposed to issue extemporaneously from 
any and all contenders for political principles on the floor 
of the House. Later in life when the biographies of the 
poets occupied him, and when, having ceased to ascend the 
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pulpit before he dipped his pen, he stopped preaching in 
favor of vigorous analysis, the genius of his rhythm changed. 
Incisive comment displaced heavy moralizing. The prose 
became vital and nervous. All the old devices remained, 
even more pronouncedly often, as I hope to show later, but 
the sentences became shorter, the movement tense and ener- 
getic. Perhaps two brief quotations will serve to establish 
the difference. 

The philosopher may very justly be delighted with the extent of 
his views, and the artificer with the readiness of his hands; but 
let the one remember, that, without mechanical performances, re- 
fined speculation is an empty dream, and the other, that, without 
theoretical reasoning, dexterity is little more than a brute instinct. 

Rambler, No. 9. 

But original deficience cannot be supplied. The want of human 
interest is always felt. Paradise Lost is one of the books which 
the reader admires and lays down, and forgets to take up again. 
None ever wished it longer than it is. Its perusal is a duty rather 
than a pleasure. We read Milton for instruction, retire harassed 
and overburdened, and look elsewhere for recreation; we desert our 
master, and seek for companions. 

MiUon, from Live$ of the Poets 

In both of these there is much artifice. But the first has 
about it a slow, funereal dignity. The grave procession of 
its elements, rounding out into full harmony, has the beauty 
of perfect form. That one grows weary of monotonous 
motion, unrelieved by darting flights, must stand as the chief 
arraignment of the method. The second is impetuous and 
swift and resourceful. It is strongly journalistic. It 
energizes itself through inward urging. It is eager, im- 
patient. Had Johnson composed it in 1750, I believe that 
a lethargy would have subdued its speed. Had he written 
the Rambler sentence in 1780, perhaps its pace would have 
quickened. But this is always to be remembered: Johnson 
the moralist was ever in danger of heaviness. Lightness 
characterizes his expository style only when moral and ethical 
issues were not involved. 

Before turning to what, apart from considerations *ot 
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vocabulary and rhythm, I am most interested in, a chronolog- 
ical study of Johnson's sentences, I should like to enter a 
table presenting a survey of the varying lengths of the Ramr 
bier and Idler papers together with the statistics relating to 
the gradual though regular decrease in his sentence length. 
Deeming the Essays of greater value for critical study than 
the Letters, I have separated the two types. In like manner, 
though for other reasons, throughout the various phases of 
my analysis, I have kept expository and narrative writing 
carefully apart. It has always been assumed that the papers 
of the Rambler and Idler periods, though differing widely 
one from the other both in form and content, vary little in 
length among themselves. But this is not so. The expository 
Rambler papers of the first cycle of ten averaged 1481 words 
each, those of the fourteenth cycle, 1260. The Idler issues 
varied by the difference between 975 words and 876 from 
the first to the seventh and last cycle. The sentence-length 
extremes are even more marked in the case of the earlier 
publication, the periods of the first cycle averaging 50.3, 
those of the last, 37.4. The decrease in the Idler period, 
very naturally, was less — ^between 34.7 and 32.4. That the 
Rambler sentence should have been curtailed by 25.6 per cent, 
and that it should have approached so closely the sentence- 
length of the opening Idler essays, is noteworthy. The 
** Great Cham" became less elephantine even before he had 
emerged from the ill-starred pre-Dictionary years. The sen- 
tence-length of the Lives of the Poets is added to this table 
as well. But a somewhat fuller analysis of these biographies 
is entered in a short accompanying table. 
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TABLE II 



Pint 10 

Second 10 

Third 10 

FonrtblO 

Fifth 10 

Sixth 10 

Seventh 10 

Eighth 10 

Ninth 10 

Tenth 10 

Eleventh 10.... 

Twelfth 10 

Thirteenth 10.. 
Fourteenth 10 > 



Averaflreb 

General averaces. 



Bamblbb 
(1750-1752) 



E8say$ 






1.481 
1.616 
1.562 
1.423 
1.433 
1.366 
1.346 
1.438 
1.461 
1.280 
1,388 
1.196 
1.267 
1.260 



II 



1.400 



50.8 
47.5 
45.5 
40.6 
45.3 
46.3 
41.1 
44.1 
41.5 
40.5 
41.1 
40.7 
38.8 
37.4 



LeUen 



III 



1.574 
1.581 
1.607 
1.522 
1.511 



43.3 



1.546 
1.437 



I. 



44.8 
44.9 
42.5 
40.0 
40.1 



42.2 
43.1 



iDIiBB 

(1758-1760) 



E88ay$ 



Hi 

< 

975 



926 
932 
876 
879 
876 



34.7 
34.4 
34.8 
33.4 
35.6 
33.8 
32.4 



912 



34.2 



LUtsrn 






961 
1.016 



31.0 
31.8 



908 
062 



31.3 
33.4 



Livsg 

OWTBM 

Poars 

(1777- 
1781) 



I 



30.1 



> The inoomplete Fifteenth 10 is not taken account of here, simply In the final 
areraces 
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TABLE III 



Major Liybs 



WaUer.. 
Cowley. 
A.ddl8on 
Yowag.. 
Milton.. 
Dryden. 
Pope.... 



Sbntinoi 
Lknoth 






Total 

SBNTBH0B8 


Sbntinob 
Atbraob 


Major lives 


4,875 
3,025 


29.1 


Minor liveB* 


SI. 2 






ToUl». 


7,400 


SO.l 



1 In number 44. all under 180 sentences save the liyes of Edmund Smith and 
Matthew Prior, with 101 and 202 respectively. 

The next table adds the Eminent Lives to The Rambler, 
The Idler, and the Lives, of the Poets, heretofore considered. 
With these early biographies I shall be concerned more or 
less throughout the remainder of the paper. They are wholly 
narrative, lacking, save in negligible moments, the critical 
exposition of the greater Lives of the Poets. The table has 
to do with the grouping of sentences of certain lengths within 
indicated numerical divisions. There are three sections in 
it, — one, the catalogue of assembled sentences, at the right, 
being self-explanatory, the other two requiring a moment's 
elucidation. Of these two, that appearing first is a percent- 
age indication of the proportion of sentences falling between 
minor numerical limits: for instance, 1.5 per cent of the 
periods found in the Eminent Lives have ten words or less. 
That section appearing directly below it is likewise a percent- 
age indication, but somewhat more inclusive: here the sen- 
tences up to and through fifteen words are included, the 
Eminent Lives now registering 6.2 per cent. 
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TABLE IV 





PmOBHTACn OOOUBBBNOS 

or Saiimf 0B8 
WiTHiH Groups 


NumBIOAI. OOOUBBINCn 

OF Sbhtbaobs 
Within Gboups 


BSIITM d-IiBNGTH 

Gbottfiho 


S 


|! 


1 




a 


1 


1 


1 

OS 

II 

h3 


1- 10 


1.5 
4.7 
4.7 
6.5 
8.2 

7.7 
8.7 

8.8 
7.3 
5.6 

6.0 
4.8 
4.6 
8.7 
3.9 

2.2 
2.8 
1.8 
1.2 
1.8 

l.t 

1.0 

.5 

.5 

.7 


2.1 
5.3 
7.7 
9.3 
9.8 

10.1 
8.9 
8.3 
7.8 
6.2 

4.7 
4.1 
3.4 
3.0 
2.3 

1.9 
1.3 
1.0 
.7 
1.0 

.6 
.3 
.2 
.2 
.1 


6.8 
9.3 
13.4 
12.4 
11.5 

10.6 
8.6 
6.0 
4.2 
4.4 

3.0 
2.3 
2.3 
1.8 
.9 

.5 
.4 
.4 
.4 
.4 

.4 
.2 

.3 


8.0 
12.1 

14.1 
14.0 
12.4 

9.7 
7.7 
5.7 
4.6 
3.2 

2.5 
1.8 
1.3 

.7 
.7 

.3 
.4 
.3 
.2 
.2 

.2 


22 
73 
73 
101 
126 

119 
136 
138 
114 

88 

93 

n 
74 

58 
OZ 

85 
44 

27 
19 
29 

18 
14 
8 
8 
10 


141 
358 
520 
627 
662 

679 
599 
561 
484 
417 

316 
278 
234 
204 
159 

132 

47 
65 

41 
24 
14 
10 
7 


171 
246 
343 
316 
296 

271 
219 
165 
109 
114 

77 
56 
56 
48 
23 

11 
12 
12 
11 
11 

10 
5 


259 


11- 15 


896 


16- 20 


1,041 


Jl-85 


1,038 


26-30 


920 


81- 85 


718 


36-40 


560 


41-46 


423 


4&- 50 


840 


51- 56 


236 


5^60 


184 


61- 65 


ISB 


66-70 


95 


n-75 


60 


76- 80 


51 


81- 85 


26 


86-90 


28 


W-96 

96-100 

IW-UO 

111-120 


19 
13 
11 

6 


121-130 


2 


131-140 




141-150 


i 

2 


2 


151-200 






1 










Totals 


100% 


100% 


100% 


100% 


1,565 


6.735 


2.581 


7,400 


1-16 


6.2 
10.9 
17.4 
25.6 
42.0 
58.1 
60.1 
79.1 


7.4 
15.1 
24.4 
34.2 
58.2 
68.7 
T0.6 
87.1 


16.1 
29.5 
41.9 
53.4 
72.6 
82.8 
90.2 
94.8 


20.1 
34.2 
48.2 
60.6 
78.0 
88.3 
94.0 
97.1 










1-20 










1-25 










1-30 










1-40 










1-50 










1-60 










1-70 










Over 70. . 


21.0 


12.8 


5.2 


2.9 





















Before I pass to a consideration of some of the more 
technical aspects of the sentences, I shonld like to say a word 
about Johnson 's method of punctuating. Many of his periods, 
especially those that we remember for their excellence, are 
punctuated somewhat according to the standards of the pres- 
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ent day. But speaking generally, his syBtem differs in two 
ways from our own. For one thing he over-punctuates. The 
flow of his prose is arrested beyond the reckoning of man by 
commas, semicolons, and colons, separating into segments 
the smallest elements, islanding words and phrases, bringing 
the sweeping current of the thought headlong against unex- 
pected formal pause-marks. One learns very quickly to pay 
little attention to interfering semicolons. Of course it was 
the way of the world in those days when most writers were 
'^ beyond Tooke." Johnson is relatively consistent in his 
excess. But besides over-punctuating within a sentence of 
normal length, he is given to the creation, markedly in his 
pre-Dictionary period but always to a degree, of long stringy 
sentences that a well-taught twelve-year-old would divide 
several times. Of this tendency, again common to the times, 
the following sentence is an example. There are in it eight 
main clauses which would be expressed more nearly to the 
heart's desire of the present age, I think, in three separate 
sentences. It is perfectly clear as it stands, and is doubtless 
satisfactory enough to the average mortal, but obviously the 
tendency must be taken account of when certain later matters 
are discussed. 

It is not uncommon to charge the difference between promise 
and performance, between profession and reaUty, upon deep design 
and studied deceit; but the truth is, that there is very little h3i»oc- 
risy in the world; we do not so often endeavour or wish to impose 
on others, as on ourselves; we resolve to do right, we hope to keep 
our resolutions, we declare them to confirm our own hope, and fix 
our own inconstancy by calling witnesses of our actions; but at 
last habit prevails, and those whom we invited to our triumph 
laugh at our defeat 

Idler, No. 27. 

In the passage above there was nothing at fault with the 
inter-relationship of the clauses : each idea gave way logically 
to the succeeding thought. But there is another type of sen- 
tence of which the same cannot be said. In such there is 
little connection. The two or more thoughts are grouped 
loosely within the limits of the same period by a comma or 
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a semicolon. A modem system of punctuation would dis- 
member the period for the sake of emphasis if not of clear- 
ness. What is meant may be seen in the following sentence : 

He forgot, in the yehemence of desire, that solittuie and quiet 
owe their pleasures to those miseries, which he was so studious to 
obviate: for such are the vicissitudes of the world, through all its 
parts, that day and night, labour and rest, hurry and retirement, 
endear each other; such are the changes that keep the mind in ac- 
tion; toe desire, we pursue, we obtain, we are satiated; we desire 
something else, and begin a new pursuit. 

Rambler, No. 6. 

Today we should probably conclude the sentence before 
''«*cA/' and in the newly created period place a colon before 
^'we desire." 

It is necessary to understand this matter, if the next table 
is to be comprehended, because therein I want to introduce 
two self -created terms necessary for a further examination of 
Johnson's sentences. It avails next to nothing at all to set 
forth an analysis of a writer's period-length unless his system 
of punctuation is taken into account. It is just as futile to 
compare the sophisticated Macaulay's sentence-length with 
that of the primitive Chaucer who wrote prose before a 
sentence-sense was evolved, whose chronicle periods with their 
'Hhens" and **whens" and **ands" ran on like Tennyson's 
brook — forever. It is just as futile, but in a different way. 
In the first of the two sentences I quoted there were eight 
main clauses, eight groups of words expressing complete 
thought. They were all interlocked, it is true, — some of 
them vitally, — ^but one must know how many sentences within 
sentences a writer averages, how many fully expressed ideas 
per period, if he is to understand the evolution of his style. 
In order that I might do this I have called the original sen- 
tence-length the ** indicated" sentence-length, and the separate 
main clauses the ** actual" sentence-length. By so doing, I 
can level all considerations of archaic punctuation, and get 
at the heart of his true sentence average, which chronologically 
examined will furnish an index of his development, in so far 
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as the exclusion from his sentences of irrelevant or over- 
burdening material is concerned. 

A glance at the table will show that the greatest ** actual 
sentence-length," 36.7 words, is recorded against The Ram- 
bler. This simply means that it took Johnson 36.7 words 
during the Ranibler period to express one complete thought. 
The shortest, 18.6, as one would imagine, belongs to the ex- 
pository sections of the Lives of the Poets. Between the 
two styles there is all the difference between leisureliness and 
incisiveness. It is interesting to note, too, that between the 
time of The Rambler and that of The Idler his ** actual 
sentence-length*' decreased 33 per cent; and between that of 
the Idler and that of the Lives of the Poets diminished 
further by about 25 per cent. 

The second part of this table is based directly on this same 
matter of ''actual sentence-length," or number of main 
clauses, but from a new point of view. It involves a double 
study: A — ^the numerical occurrence of main clauses that 
are logically interlocked with the preceding main clauses and 
the number that are not. And for this purpose, I wanted 
to ascertain whether, as his style developed, associated clauses, 
those closely^ related, increased relatively in proportion to the 
number illogically joined. The presumption was that they 
would increase, since looseness of clause relationship accom- 
panies lack of emphasis, and is the mark of a less sophis- 
ticated style. Such main clauses ds were closely articulated 
I brought under Type I ; such as were not, under Type II. 
The other side of the study, B, had to do with the relative 
proportions of Type I to Type II. This was important for 
purposes of chronological comparison. The presumption 
here was that the early style, with its greater sentence-length 
and its tendency to overcrowd the periods, would produce 
more disassociated main clauses, — clauses of Type II, that 
is, — than the later style. This proved to be borne out by the 
facts, as the table will show. 

Another point. The table concerns itself with two styles 
of writing, narrative and exposition. Johnson's narrative 
style was always looser and more disjointed than his ex- 
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pository. And this fact can be clearly seen in every entry 
save that for the first ten Rambler papers, the most ponder- 
ous of all his well-knotun work. 

And finally the table is further divided into Major and 
Minor sections. The latter division is in the nature of an 
appendix. It may prove interesting to note his advance in 
sentence swiftness in the same field over twenty years of 
writing. Taxation No Tyranny is one of his strongest, most 
trenchant pieces of writing. 

TABLE V 



MajobTabiiI 






u 



III 



IP 






BmUntnt IAoe9.... 
(Narrative) 



RcmiiUit . 



IdUr.. 



Lives of the PoeU.. 



17aS-17i4 
1756-1763 



1677 
750 



51.0 
36.5 



IstlO 

Oentral 10. 
Last 10.... 



296 
815 

877 



51.4 
46.8 
36.4 



1ft 15 

Last 16.... 



387 



35.6 
36.7 



j Narrative. 
i Ezpositlon 






496 
586 



32.9 
28.3 



36.0 
26.4 



73 

86 



140 
58 



84.2 
40.0 



36.7 
81.0 
28.5 



86 
48 
53 



17 
84 
16 



84.4 
24.7 



50 
41 



26 
22 



23.5 
18.6 



32 
128 



26 
43 



60.5 
06.6 
76.8 



60.4 
65.1 



56.2 

74.9 



MiNOB TABLS 














P^UiiediataUofQreat 
BriUUn 1756 


235 


41.7 


26.4 


23 


27 


46 


ObeervatianB on Af-] 
fa4in 








ThePatriot J 1774-5 

Taaoation no Tyranny. | 


490 


30.7 


23.9 


41 


12 


81 



Table VI, besides borrowing from Table V in the matter 
of ** indicated" and '* actual' ' sentence-length, undertakes an 
analysis of Looseness and Periodicity, of Predications, and 
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of the percentage of Simple Sentences. When I say loose- 
ness and periodicity I have in mind only exaggerated occur- 
rences. Looseness here is used in an adversely critical sense 
and refers only to such sentences as trail on and on until 
just this side of infinity. Very few such will have less than 
fifty words or fewer than four or five trailing elements im- 
posed on the period after the completion of the thought. I 
use the term ** periodicity'' with its usual signification but 
record as examples only those sentences, rather elaborate in 
their architecture, that release the thesis of the period only 
after fairly lengthy subordinate elements have been advanced. 
No sentences of under thirty words have been included for 
the simple reason that such would not be ambitiously periodic. 
It is axiomatic in connection with Looseness and Periodicity 
that the excessive presence of the former will be indicative 
of weakness or at least carelessness, and that the presence of 
the latter will indicate strength. The following passage 
from the Life of Savage will furnish instances of both types. 

That this act of generoeity may receire its due praise, and that 
the good actionB of Mrs. Oldfleld may not be sullied by her general 
character, it is proper to mention what Mr. Savage often declared, 
in the strongest terms, that he never saw her alone, or in any other 
place than behind the scenes. 

At her death he endeavoured to show his gratitude in the most 
decent manner, by wearing mourning, as for a mother; but did not 
celebrate her in elegies, because he knew tJuU too great profusion 
of praise would only have revived those faults which his natural 
equity did not allow him to think less, because they were committed 
by one who favoured him; but of which, though his virtue would 
not endeavour to palliate them, his gratitude would not suffer him 
to prolong the memory, or diffuse the censure. In his Wanderer, 
he has, indeed, taken an opportunity of mentioning her; but cele- 
brates her not for her virtue, but her beauty, an excellence which 
none ever denied her: this is the only encomium with which he 
has rewarded her liberaUty; and, perhaps, he has, even in this, 
been too lavish of his praise. 

Life of Savage, 

I am using the term ''predications" in its traditional sense 
of trailing participial and gerundial phrases, and clauses, but 
with this restriction : although I have counted all clauses that 
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follow completed sense, I have recorded participial and ger- 
undial phrases only when they were long enough to impress 
a reader as really loose elements. And I have recorded, as 
well, long, dangling double predicates. For instance, in the 
above quoted passage from Savage there are three sentences. 
In the first I find no predications, as may be expected where 
there is strong periodicity. In the second sentence there are 
seven predications, in the third, five. The record of a writer's 
predications will, of course, be a registry of his looseness. 
In all the matters just discussed Johnson varied chronolog- 
ically both in narrative and exposition. 

I define ''simple sentence'' rather strictly as a group of 
words expressing complete thought through the medium of 
one clause. This will exclude even subject and object clauses. 

TABLE VI 



Bambler I 
IstlO f 

Idler I 
lstl5 f 

lAvtsof MEwwltlon) 

^''^^fcNarrmtlve). 

Eminent lAveei 
(NwTsttve) f 



i'8 




g 


ti 


H 


a 


ii 


s 

W 


|| 


€8 


296 


51.4 


36.7 


887 


35.9 


24.4 


586 


28.3 


18.6 


496 


32.9 


28.5 


386 


51.8 


87. 



is 

S5* 



15 
36 



u S 

as- 



31 

81 

28 
13 

18 






1§ 



2.88 

2.06 

1.44 
1.80 

3.20 



II 



6.0 

12.2 

28.6 
19.1 

12.8 



* Note the coincidence of the expository section from the Lives of the PoeU 
having but half the number of predications recorded against The 
Rambler, 

Perhaps the most persistent stylistic device employed by 
Johnson was his conscious rhetorical use of minor and major 
balanced elements. By minor elements I mean triads, or 
duplicated couplings or phrases, with or without homologous 
modifiers — ^for instance, **his lilies and his roses, his satyrs 
and his dryads"; **to amusements of greater pleasure, or to 
studies of better prospect." By major elements I have in 
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mind balanced clauses. This device was ever present in 
Johnson's prose as it has been present in the work of most 
who employ artifice to gain effect. Lyly and Swinburne 
notably employ it, as the appended sentences will show. 

This I gather from your answer, that beauty may have fair leayes, 
and foul fruit, that all that are aimable are not honest, that lore 
proceedeth from the woman's perfection and the man's follies, that 
the trial looked for is to perform whatsoever they promise, that in 
mind he be virtuous, in body comely, such a husband in my opinion 
is to be wished for but not looked for. 

John Lyly. 

The points of contact and sides of Ukeness 

between 

William Blake and Walt Whitman 

are 

80 many and so grave 

as to afford some grounds of reason to those who preach the 

transition of souls or transfusion of spirits. 

(and) 

The pinchbeck structure of Hibernian fiction and 
the pasteboard outworks of Hibernian faction. 

Both from Swinburne. 

Johnson is not so artificial as either of these writers, for, 
although he employs parasonic parallelism, he very infre- 
quently has recourse to transverse alliteration. Indeed he 
is never strongly alliterative. 

This trick of Johnson's was of great importance in de- 
termining the quality or type of his rhythm. I should say 
that it was the most important single factor. 

These instances of balance vary both in length and in arti- 
fice. I was myself interested in trying to ascertain whether 
his tendency to employ them increased or diminished, and 
whether — no matter how the case held in regard to frequency 
— ^the balanced elements, by lengthening, grew more artificial. 
It was, in a way, a labor of supererogation. I did learn, 
though, what I had only suspected, that both numerically and 
artificially he was more given to the device in 1780 than in 
1750. Table VII will show to what extent. 
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In order to test the matter I included under Type 1 all 
elements involving the repetition of ttuo sets of ''minor word- 
groups or phrases". Type la. — vindicates perfect balance, 
with all modifiers homologous, — ^like-placed terms in balanced 
element; Type lb. — ^balance, but with one homologous 
element missing or slightly ineffective rhythmically. Type 
2a. — ^involves perfect three sets of minor word-groups, or 
phrases, etc., etc. 

The appended examples will make this clear, I believe. 

la. 

1 — the extent of his knowledge 
or the sprightllness of his imagination 

2 — whose motions are gradual 
and whose life is progressive 

3 — unjust claims 
and exorbitant expectations 

4 — aUured on the one side 
and frightened on the other 

5 — with all his industry 
and with all his artifices 



lb. 

1 — vice and virtue 
axioms and definitions 

2 — no blame or praise of man 
shall diminish or augment 

2a. 

1 — a prediction of the appearance of a comet 
or the calculation of the chances of a lottery 

2— all the brothers were valiant 
and all the sisters were virtuous 

3— the wisest models of government 
and the brightest examples of patriotism 

4 — softening censure by apologies 
or rousing attention by abruptness 
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2b. 

1 — pure without scrupulosity 
and exact without apparent elaboration 

2 — the listless may be actuated 
and the empty be replenished 

3a. 

1 — engaged without design in numberless competitions 
and mortified without provocation with numberless afSictions 

2 — innumerable delights solicit our inclinations 
and innumerable cares distract our attention 

3 — all the acquisitions of courage without hazard 
and all the products of industry without fatigue 

4 — when the attention is recreated by unexpected facility 
and the imagination soothed by incidental excellencies 

4a. 

1 — which a wise man will obviate as inconsistent with quiet 
and a good man will repress as contrary to virtue 

2 — from streets filled with soldiers accustomed to plunder 
or from garrets filled with scribblers accustomed to lie 



5a. 

1 — as gold which he cannot spend will make no man rich 
so knowledge which he cannot apply will make no man wise 

2 — who pass a desert and tell that it is sandy 
who cross a valley and find that it is green 
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UNTVERSITY OF WISCONSIN STUDIES 



There is one interesting comparison that deserves passing 
notice and that most properly may be inserted at this point. 
Appended to the life of Roscommon among the Lives of the 
Poets, circa 1780, we find this "note : * * This life was originally 
written by Dr. Johnson, in the Gentlemen's Magazine for 
May, 1748. It then had notes which are now incorporated 
with the text." An examination of the first and of the final 
drafts reveals the fact that of the twenty-nine sentences of 
the original, nineteen are incorporated, with slight textual 
changes, in the later edition. We have, therefore, a two-fold 
opportunity to compare his early and his late stylgs, — in the 
first place, though this is of little value because of the ver- 
batim incorporations, a simple sentence-length comparison of 
the two — 41.7 words per sentence for the 1748 version, 27.4 
for the 1780 ; — and in the second place, a more discriminating 
analysis based on the several considerations of the table that 
follows. This short biography, by the way, offers the only 
medium of such contrast in Johnson's work. 



TABLE VIII 





OBNSBAI. AHAIiTSIB^ 


Nabbatitb 


CBinOAI. 
BXPOSITIOH 




Indi- 
cated 
sen- 
tence 
length 


Actual 
sen- 
tence 
lenffth 


Predi- 
cations 


Per- 
cent- 
simple 
sen- 
tences 


Num- 
ber of 
sen- 
tences 


Indi- 
cated 
sen- 
tence 
length 


Num- 
ber of 
sen- 
tences 


Indl- 
catwl 
sen- 
tence 
lenrih 


The 10 incorporated sentences 
from the version of 1748 


48.2 


32.2 


3.32 


10.0 


11 


47.7 


8 


48.8 


The 50 additional sentences of 
the version of 1780 


21.2 


16.5 


.04 


83.0 


11 


24.0 


48 


20 9 







* Involvinir the 10 copied sentences and the 50 added. 

A few scattered Johnsonian devices not so far spoken of 
might be listed here. In the use of all of them he was con- 
firmed throughout his career. 

1. All manner of correlatives. 

2. Series, whether words, phrases, or clauses, — ^but partic- 



ularly series of clauses introduced by 
''that." 



'which*' or 
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\ 

3. Minor periodic devices. 

a. Suspended elements injected into any part of the 

sentence to arrest development, and 

b. Especially a periodic insertion following **and" 
. used either to join a long doable predicate or to 

begin a main clause. 

4. *' Yet*' or '*for" clauses. Of the latter conjunction he 

was inordinately fond. 

5. Object clauses introduced by **how" or '*that." 

6. Main clauses introduced by **and" or '*but" in the 

ratio of about two-and-a-half to one. 

7. Innumerable double predicates introduced by * ' and. ' ' 

Most or all of these devices may be found illustrated in the 
passages that follow. 

I have selected with considerable care certain passages illus- 
trative of Johnson's narrative and expository style during 
his different periods. Although they may stress slightly be- 
yond the norm Johnsonian tendencies, they should be regard- 
ed, in the main, as typical. Each one has been examined 
from at least half a dozen points of view to determine its 
availability as a type, — among other points of view, those con- 
cerning couplings, triads, balanced devices, parallelism, series, 
predications, periodic and loose elements, vocabulary, and 
rhythm. A careful analysis of them will, I believe, present 
adequately the changing Johnson. 

In general one may expect the style of the biographical 
narratives of the first period to be far looser, less closely knit, 
less emphatic, than that of the final period. Trailing on and 
on through the imposition of added elements, the early sen- 
tences will lack whatever of ''speed" and energy abides in 
those of 1780. And it will follow, in consequence, that the 
early work will possess longer "actual'' sentence-length, 
more predications, and more loose sentences. 
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I-^BIOGRliPHICAL NAHRATlVl^NORlCAL 



Mr. Savage then imagined hia task over, and expected that sir 
Richard would call for the reckoning, and return home; hut his ex- 
pectations deceiyed him, for sir Richard told him that he was with- 
out money, and that the pamphlet must be sold, before the dinner 
could be paid for; and Sayage was, therefore, obliged to go and 
offer their new production to sale for two guineas, which, with tome 
difficulty, he obtained. Sir Richard then returned home, haying 
retired that day only to ayoid his creditors, and composed the 
pamphlet only to discharge his reckoning. 

Mr. Savage related another fact equally uncommon, whioh, though 
it has no relation to his life, ought to be preeenred. Sir Richard 
Steele haying one day invited to his house a great number of per- 
s<ms of the first quality, they were surprised at the number of liver- 
ies which surrounded the table; and after dinner, when wine and 
mirth had set them free from the observation of rigid ceremony, 
one of them inquired of sir Richard, how such an e^^nsive train 
of domesticks could be consistent with his fortune. Sir Richard 
very frankly confessed, that they were fellows of whom he would 
very willingly be rid: and being then asked why he did not dis^ 
charge them, declared that they were bailiffs, who had introduced 
themselves with an execution, and whom, since he could not send 
them away, he had thought it convenient to embellish with liver- 
ies, that they might do him credit while they staid. 

Life of Savage, from Eminent Lives of first period, 17S8-1761. 

2. 

As he was one day surveying the apartments at Versailles, being 
shown the victories of Lewis, painted by Le Brun, and asked whether 
the king of England's palace had any such decorations: "The monu- 
ments of my master's actions," said he, "are to bf seen every wliere 
but in his own house." The pictures of Le Brun are not only in 
themselves sufficiently ostentatious^ but were explained by inscrip- 
tions so arrogant, that Boileau and Racine thought it necessary to 
make them more simple. 

He was, in the following year, at Loo with the king; from whom, 
after a long audience, he carried orders to England, and upon his 
arrival became undersecretary of state in the earl of Jersey's of- 
fice; a post which he did not retain long, because Jersey was re- 
moved; but he was soon made commissioner of trade. 
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This year, 1700, produced one of his Umg€$t and Wi09t §plend4d 
eompoeitlonfl, the Carmen Seculare, in which he exhausts all his 
powers of celehration. I mean not to accuse him of flattery; he 
probacy thought all that he writ, and retained as much veracity as 
can be properly exacted from a poet professedly Micomiastick. King 
William supplied copious materials for either verse or prose. His 
whole life had been action, and none erer denied him the resplend- 
ent qualities of steady resolution and personal courage. He was 
really, in Prior's mind, what he represents him in his yerses; he 
considered him as a hero, and was accustomed to say, that he 
praised others in compliance with the fashion, but that In eele> 
brating king William he followed his inclination. To Prior grati- 
tude would dictate praise, which reason would not refuse. 

Prior, Lives of the Poets, (1777-17S1). 

Perhaps enough has been said to indicate the stylistic 
differences that may be looked for among expository examples 
of the three periods, differences in sentence-length, in loose- 
ness — ^in all the rhetorical devices that would tend to mark 
the evolution of his style from the specific gravity of rhetoric 
to such specific levity as he ever attained. An examination 
of the extracts representative of the first group, drawn from 
the Parliamentary Debates, the Sermons, and the Rambler 
papers, will show identical styles. 



II— NORMAL EXPOSITION— FIRST PERIOD (1788-1766) 



Mr. Fazakerly spoke next, to this effect: — Sir, as the bill now 
imder our consideration is entangled with a multitude of circum- 
stances too important to }>e passed }ni without consideration^ and 
too numerous to he speedily examined; as its effects, whether salu- 
tary or pernicious, must extend to many nations, and }>e felt in a 
few weeks to the remotest part of the dominions of Britain, I ean- 
not but think, that they who so much press fOr expedition on this 
occasion, consult rather their passions than their reason, that they 
discover rather enthusi€Lsm than zeal, and that by imagining that 
they have already traced the effects of a law like this to their ut- 
most extent, they discover rather an immoderate confidence in their 
own capacity, than give any proofs of that anxious caution, and de- 
liberate prudence, which true patriotism generally produces. 
Debate on the Com Bill, from Parliamentary Debates, (1740-1742) 
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That society is necessary to the happiness of human nature, 
that the gloom of solitude, and the stillness of retirement, however 
they may flatter at a distance, with pleasing views of independenoe 
and serenity, neither extinguish the passions, nor enlighten tJie im- 
derstanding, that discontent toill intrude upon privacy, and tempta- 
tions follow us to the desert, every one may he easily convinced, 
either bv his own experience, or that of others. That knowledge 
is advanced hy an intercourse of sentiments, and an exchange of 
observations, and that the hosom is disburdened by a conmiunica- 
tion of its cares, is too well known for proof or illustration. In 
solitude, perplexity swells into distraction, and grief settles into 
melancholy; even the satisfactions and pleasures, that may by 
chance be found, are but imperfectly enjoyed, when they are en- 
Joyed without participation. 

Bermon ID, before IfSfL 

To afford adequate consolations to the last hour, to cheer the 
gloomy passage through the valley of the shadow of death, and to 
ease that anxiety, to which beings, prescient of their own dissolu- 
tion, and conscious of their own danger, must be necessarily ex- 
posed, is the privilege only of revealed religion. All those, to whom 
the supernatural right of heavenly doctrine has never been im- 
parted, however formidable for power, or illustrious for wisdom, 
have wanted that knowledge of their future state which alone can 
give comfort to misery, or security to enjoyment; and have been 
forced to rush forwards to the grave, through the darkness of ignor- 
ance; or, if they happened to be more refined and inquisitive, to 
solace their passage with the fallacious and uncertain glimmer of 
philosophy. 

Sermon XZV, before 1152. 

3. 

Among the innumerable bidders for praise, some are willing to 
purchase at the highest rate, and offer ease and health, fortune and 
life. Yet even of these only a small part have gained what they 
so eameBtly desired; the student wastes away in meditation, and 
the soldier perishes on the ramparts, but unless some accidental 
advantage coH>perates with merit, neither perseverance nor adven- 
ture attracts attention, and learning and bravery sink into the 
grave, without honour or remembrance. 

But ambition and vanity generally expect to be gratified on easier 
terms. It has been long observed, that what is procured by skill 
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or labour to the first poaseiaor, may be afterwards transferred for 
money; and that the man of wealth may partake oR the acquUi^ 
tUmM of courage without hattard, and all the products of industry 
ioithout fatigue. It was easily dlscorered, that riches would obtain 
praise among other conyenlMiGes, and that he whose pride was un- 
luckily associated with loMiness, ignorance, or cowardice, needed 
only to pay the hire of a panegsrrist, and he might be regaled with 
periodical eulogies; might determine, at leisure, what virtue or 
science he would be pleased to appropriate, and be lulled in the 
evening with soothing serenades, or waked in the morning "by 
sprightly gratulations. 

The happiness which mortals receiye from the celebration of 
beneficence which never relieved, eloquence which never persuaded, 
or elegance which never pleased, ought not to be envied or dis- 
turbed, when they are known honestly to pay for their entertain- 
ment But there are unmerciful exactors of adulation, who with- 
hold the wages of yenaUty; retain their encomiast from year to 
year by general promises and ambiguous blandishments; and when 
he has run through the whole compass of flattery, dismiss him 
with contempt, because his vein of fiction is exhausted. 

Rambler, No. 198. (1750-1762). 



MIDDLE PERIOD 



A new paper lies under the same disadyantages as a new play. 
There is danger lest it be new without noyelty. My earlier prede- 
cessors had their choice of vices and foUies, and selected auch as 
were most likely to raise merriment or attract attention; they had 
the whole field of life before them, untrodden and unsurveyed; 
characters of eyery kind shot up in their way, and those of the 
most luxuriant growth, or most conspicuous colours, were naturally 
cropt by the first sickle. They that follow are forced to peep into 
neglected comers, to note the casual varieties of the same species, 
and to recommend themselves by minute industry and distinctions 
too subtle for common eyes. 

Sometimes it may happen, that the haste or negligence of the 
first inquirers has left enough behind to reward another search; 
sometimes new objects start up under the eye, and he that is look- 
ing tor one kind of matter, is amply gratified by the discoyery of 
another. But still it must be allowed, that, as more is taken, less 
can remain; and eyery truth brought newly to light impoyerlshes 
the mine, from which succeeding intellects are to dig their treas- 

Idler, No. 8. (1758-1760). 
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FINAIj FBIRIOD 



He had, ^parently, such rectitude of Judgment, as secured him 
from every thing that approached to the ridic%lou$ or obturtf; but 
as laws operate in ciyil agency not to the excitement of virtue, hat 
the repreeeion of wickedness, so Judgment in the operations of in- 
tellect can hinder fauUs, hut not produce excellence. Prior is never 
low, nor very often suhUme. It is said by Longinus of Buripides, 
that he forces himself sometimes into grandeur by violence of ef- 
fort, as the lion kindles his fury by the lashes of his own taU, 
Whatever Prior obtains above mediocrity seems the effort of strug- 
gle and tdU He has many vigorous but few happy lines; he has 
every thing 5y purchase, and nothing dy gift; he had no **nightly 
visitations'* of the muse, no infusions of sentiment or felicities of 
fancy. 

His diction, however, is more his own than that of any amcmg 
the successors of Dryden; he borrows no lucky turns, or commodious 
modes of language, from his predecessors. His phrases are origi- 
nal, hut they are sometim>es harsh; as he inherited no elegancies, 
none ?uis he hequeathed. His expression has every mark of labor- 
ious study; tJie line seldom seems to have heen formed at once; the 
words did not come tiU they were called, and were then put by ooq- 
straint into their places, where they do their duty, but do it sul- 
lenly. In his greater compositions there may be found more rigid 
stateliness than graceful dignity. 

Prior, Lives of the Poets, (1777-1781). 



Ill— EXPOSITION WITH BARLT TBNDSNCIBS BXAOOERATBD 

1. 

Having thus deprived myself of many excuses which candour 
mll^t have admitted for the inequality of my compositions, being 
no longer able to allege the necessity of gratifying correspondents, 
the importunity with which publication %oas solicited, or obstinacy 
with which correction %oas rejected, I must remain accountable for 
all my faults, and submit, without subterfuge, to the censures of 
criticism, which, however, I shall not endeavour to soften by a 
formal deprecation^ or to overhear by the influence of a patron. 
The supplications of an author never yet reprieved him a moment 
from oblivion; and, though greatness has sometimes sheltered guilt, 
it can af(<M*d no protection to ignorance or duUness. Having hith- 
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erto attempted wOy the prt>paffation of truth, I wiU not at Uut 
vtolaie it ^ the eonfeeeUm of terroure which I do not feel; having 
la;boured to maUUain the dignity of virtue^ I ufitt not now degrade 
it Ifp the meamneee of dedkoation. 

Ramhler, N6. 206, (1750-1752). 



IV— EXPOSITION WITH LATBR TENDENCIES EXAGGERATED 

1. 

His prose is the model at the middle style; on grave euhfecte 
not formal, on light oooaHons not groveUing, pure without Bcrupu- 
loeitp and exact without apparent elaboration; alwapa equable, and 
aiwaye eaey, without glowing warde or pointed nentenoee. Addi- 
son nerer doYlates trom his track to snatch a grace; he ieeke no 
ambitieme omammUe, and triee no hawardoue innovatione. Bie 
page i$ alwaye luminous, but never bla»ee in unexpected eplendour. 

It was, apparently^ his principal endeaTour to ayoid all hareh- 
ne$M and severity of diction; he is, therefore, sometimes Terbese in 
his transitions and eonneaions, and sometimes descends too much 
to the langnace of conversation; yet if his language had been less 
idiomatical, it might have lost somewhat of its genuine Anglicism. 
What he attempted, he performed; he is never feeble, and he did 
not wish to be energetick; he is never rapid, and he never stagnates. 
His sentences have neither studied amplitude, nor affected brevity: 
his periods, though not diligently rounded, are voluble and easy. 
Whoeyer wishes to attain an English style, familiar but not coarse, 
and elegant but not ostentatious, must give his days and nights to 
the y(rfumes of Addison. 

AddUon, Lives of the Poets, (1777-1781). 

But if in these passages the stately Dictator has outdone 
himself, it remained for Bishop Lovrth, among others, to carry 
the manner to the nether borders of caricatare. It was in a 
eontroyendal document of 1765 entitled A Letter to tJie Right 
Reverend Author of the Divine Legation of Moses, directed 
against Warburton, that the paragraph I am about to quote 
appeared. I take the liberty of so arranging it, with all its 
artifice on its head, that its harmonic devices and its rhetoric 
may be detected by him who runs. 
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I spent many years In that iUnstrlous society, 

in a well-regulated course of useful discipline and tttMliet, 

and in the agreeable and improving conunerce 

of gentlemen and scholars; 

in a society where emulation toithoutt envy, 

amJHtion without jealousy, 

cofUention without animosity, 

incited industry, and awakened genius; 

where o liberal pursuit of knowledge, 

and a genuine freedom of thought, 

was raised, encouraged, and pushed forward, 

by example, by commendation, and by authority. 

I hreathed the same atmosphere 

that the Hookers, the OhWingworths, and the Lockes 

had hreathed before; 

whose benevolence and humanity 

were as eztensiye as their vast genius and comprehensive knowledge; 

who always treated their adyersaries with civility and respect; 

who made candour, moderation, and Uberat judgment 

as much the rule and law as the subject of their discourse. 

And do you reproach me with my education in this place, 

and with my relation to this most respectable body, 

which I shall always esteem 

my greatest advantage and my highest honorf 
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THE PROSE STYLE OP SIR PHILIP SIDNEY 
Stanley Harkness 

It is no part of my task to consider the sources at Sidney's 
command when he wrote the Arcadia and when he wrote the 
Apologie for Poetrxe, That he was endebted in his Arcadia 
to Lobeira, Heliodoros, and Sannazaro is patent But it is 
equally true that he produced in his romance a distinctive 
type of writing,— distinctive enough to supplant Euphuism 
and to influence many writers in the first part of the 17th 
century: notably Shakespeare in his King Lear, Quarles in 
his Argdlus and Parthema, Day in his lie of Ovls, Beaumont 
and Fletcher in their Cupid's Revenge, Shirley in his Ar- 
cadia, and Webster in several of his plays.^ As for the 
Apologie, although it was immediately preceded by many 
English treatises on the same and allied subjects, it outshines 
its predecessors in solidity of thought, in penetrating wit, and 
in deftness and charm of manner. It may be said of Sidney 
as the author of the Apologie, that "He forges the subtle and 
delicate air into wise and melodious words, and gives them 
wing as angels of persuasion and conmiand." The inherent 
vitality of this treatise is such that it not only survived the 
period in which it was written, but is to-day as critically 
fresh and potent as it was in 1595. But setting aside his 
sources and the popularity of his works, we shall concern 
ourselves: first, with an analysis of Sidney's prose style as he 
adjusted it to the exigencies of works so disparate as the 
Arcadia and the Apologie for Poetrie; and then with one of 
the Ciceronian asj^cts of Sidney's style. 

Sidn^'s purpose in writing these pieces is of importance in 
this discussion. Perhaps too much has been made of the 
casual circumstances under which he composed the Arcadia, 



* Cambridge HUtary of Bnglieh Literature, HI : 855. 
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and of the desire that Sidney is said to have had to destroy 
the manuscript. There seems to be sufficient internal evi- 
dence to justify us in thinking that, despite his deprecatory 
dedication — ^which after all has the conventional tone of Eliz- 
abethan dedications — Sidney must have been conscious of 
the merit of the Arcadia, and that he could not have consid- 
ered the writing of it as a mere pastime. The bulk of it, 
the plan of it, the alert fancy and imagination that it dis- 
plays, — above all, the consistent inconsistency of it — to use 
the language of mild euphuism — ^its astonishing richness of 
style, seem too much like conscious art to enable us to be- 
lieve that Sidney was other than serious in the writing of it. 
His conception was unquestionably a prose-poem. He tells 
us in the Apologie that verse is not essential to poetry. More- 
over, Elizabethan fiction often took the form of poetical 
prose. "The feigning notable images of virtues, vices," we 
have in the Arcadia. But "invention" does not stop with 
these; for we find woven together in the fabric of this fabu- 
lous tale, fantastic stories of hairbreadth escapes, violent love 
affairs, crowded adventures in which incredible disguises form 
the chief interest. Such a tale told in pedestrian prose would 
be tame and ineffective. Sidney to reconcile manner to mat- 
ter heightened his style in almost every conceivable way. It 
is exuberant, extravagant, — a sort of literary rococo. 

The Apologie for Poetrie, on the other hand, is a critical 
essay. It was doubtless composed partially to set right cer- 
tain errors consequent upon the publication of Stephen Ck)s- 
son's Schoole of Abttse, which the author officiously dedicated 
to Sidney. But the inspiration of his subject raised Sidney's 
essay far above the vulgar level of a controversial tract into 
the realm of aesthetic and philosophy. Accordingly his style 
is tempered to his logical purpose and, unlike that of the 
Arcadia, exhibits notably, by contrast, the qualities that con- 
tribute to perspicuity. 

A comparison of Sidney's styles involves chiefly two mat- 
ters: his sentences, and his diction. In this study his sen- 
tences only will be considered. First, what contribution do 
Sidney's sentences, as such, make toward that extravagant 
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thing we eall the Arcadian stylef Their length, their types, 
and their syntactical irregularity must be analysed. 

Even the casual reader of these two works cannot fail to 
obsenre the great length of the Arcadian periods when com- 
pared with the periods in the Apologie. But the matter is so 
vital to a comparison of Sidney's opposite styles that it can 
be brought home only by such a scientific comparison as the 
tables below present.* The obvioos conclusion to be derired 
from such statistics is that the periods of the Apologie (what- 
ever be the text) are notably shorter than those of the Ar- 
cadia. But a brief explanation may render other conclusions 
evident. The textual area for my study of the Arcadia I 
have adjusted to the length of the Apologie as a whole in two 
ways: 1. By using that text of the Apologie which is com- 
posed of the maximum number of sentences (483) , and count- 
ing from the beginning of the Arcadia the words (they prove 
to be 30523) in a corresponding number of sentences; 2. By 
discovering how many sentences in the Arcadia (they prove 
to be 278) it requires to consume as many words as are 
found in the text of the Apologie used above. The table 
makes this distinction clear. 

APOLOGir 





Total 

number 

of words 


Number of 
sentences 


Average 
lengtb 


8hiiokburffh 


18,884 
18,8C6 
19,008 


488 
4S5 

438 


88 


Oook 


41 


Oomns 


48 







fThe task of flndinr a baslB for a comparison of sentence-length was 
asnrravated by a sarprisini: discrepancy In the various editions of the 
Apologie, Although these texts contain — ^wtth comparatively few and un- 
important exceptions — the same words in the same order, they differ very 
markedly In the placing and nature of the stops employed. The dispar- 
ity In the total number of words In these texts is to be explained: (1) 
by a dilference in the treatment of compounds; (2) by some other Slight 
divergencies here and there in the readings of the editors; and (S) by the 
errors incidental to the tedious task of counting some 76000 words and 
more. Concerning the editions used, see p. 70, note 8. 
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ARCADIA 





Total 

number 

of words 


Number of 
sentences 


Avenge 
Length 


Feuillerat 


30,523 
18,770 


483 

278 


63 


Feuillerat 


67 







ARCADIA 


APOLOGIB 




Pueillerat 


Shuckburgh 


Cook 


Collins 


No. of sentences 


483 


483 


455 


438 


Average No. 
words to 
sentence 


63 


38 


41 


43 


1—100 

100-150 

1501-200 

200—250 


2 

58 

14 

5 


32 

18 

1 
1 

1 


19 

16 

3 


24 

24 

3 

1 


250—300 


2 


2 


300 -h 


2 













But length per se gives no stable criterion for conclusions 
about Sidney's differing styles: an examination of the types 
of sentences brings us nearer to the structural weakness and 
qmtactical irregularity of his Arcadian periods. It is the 
long sentences that present most difficulty. Of the pro- 
tracted, over-loaded type there seem to be five kinds dis- 
tinguishable : (1) The type which is not conceived of by the 
writer as an entity, but which has within it several centers 
about which as many ideas are grouped. The relationship 
between these various ideas is sometimes loosely indicated by 
conjunctions (the ''abuse of conjunctions" Saintsbury calls 
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it) ;* often it is not indicated at alL Some such looseness is 
provided for by Thomas Wilson in his Arte of Rheiorique 
when he says ''Wordes loose are suche, which as are uttered 
without the addition of conjunctions, such as knitte words 
and sentences together", (p. 205) Examples of this type of 
sentence follow. They abound 

And he hath likewise hetherto kept my young Lord CUtophon 
alive, who (to redeme his friend) went with certaine other noble- 
mmk of Laoonia, and forces gathered by them, to besiege this young 
and new successor: but he issuing out (to the wonder of all men) 
defeated the Laconians, slew many of the noblemen, and tooke Clito- 
phon prisoner, whom with much adoo he keepeth alive: the Helots 
being villanously cruell; but he tempereth them so, sometimes by 
folowing their humor, sometimes by striving with it, that hetherto 
hee hath saved their lives, but in different estates: Argalus being 
kept in a close and hard prison, CUtophon at some libertie. (p. 87)* 

But as he was redy to be greatly advaunced for some noble peeces 
of service which he did, he hearde newes of me: who (dronke 
in my affection to that unlawfuU and unnaturall sonne of mine) 
suffered myself so to be governed by him, that all favors and pun- 
ishments passed by him, all offices, and places of importance, dis- 
tributed to his favorites; so that ere I was aware, I had left my 
self nothing but the name of King: which he shortly wearie of too, 
with many indignities (if anything may be caUed an indignity, 
which was laid upon me) threw me out of my seat, and put out my 
eies; and then (proud in his tyrannies) let me goe, nether impris- 
oning, nor killing me; but rather delighting to make me feele my 
miseri^; miserie indeed, if ever there were any; fuU of wretched- 
nes, fuller of disgrace, and fuUest of guiltines. (p. 209) 

(2) The second kind of long, unwieldy sentence is the sort 
in which, after expressing a complete idea at the beginning, 
Sidney has given over the bulk of the sentence to qualifica- 
tions, additions, and amplifications, which taper and dwindle 
away towards an inconsequential ending. This ''head-on'' 
type, as it may be called, is lacking in proportion and em- 
phams. Examples are not infrequent in the Arcadia. 

And by and by were they made great courtiers, and in the way 
of minions, when advauncement (the most mortaU offence to envy) 



* B%gU9h Pro9e Style, XX. 

«Feiimerat'« edition of the Arcadia is referred to throughout. 
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8tinr«d up their former friend, to oyerthrow his owne worke in 
them; taking occasion upon the knowledge (newly oome to the court) 
of the late King of Phrygia destroied hy their two Lordes, who hay- 
ing hene a neere kinsman to this Prince of Pontus, hy this euTious 
Councellour» partly with suspition of practise, partly with glory of 
in-part reyenglng his cousins death, the King was suddainly turned, 
(and eyery tume with him was a downe-falle) to look them up in 
prison, as senrunts to his enimies, whom before he had neyer 
knowne, nor (til that time one of his own subjects had entertained 
and dealt for them) did oyer take heed of. (p. 203) 

(3) Another interesting type is that toward the end of 
which Sidn^ (possibly because he realized the chaotic condi- 
tion of the first part) attempts to sum up and clarify the 
thought The following is an extreme example in 356 words : 

My Lord (said he) when our good king Basilius, with better sue- 
cesse then expectation, tooke to wife (eyen in his more then decay- 
ing yeares) the faire yong princes Gynecia; there came with her 
a young Lord, cousin german to her selfe, named Argalus, led hether, 
partly with the loye and honour of his noble kinswoman, partly 
with the humour of youth, which oyer thinkes that good, whose 
goodnes he sees not: and in this court he receiyed so good en- 
crease of knowledge, that after some yeares spent, he so manifested 
a most yertuous mind in all his actions, that Arcadia gloried such 
a plant was transported unto them, being a gentleman in deede most 
rarely accomplished, excellentlie learned, but without all yayne 
glory: friendly without factiousnes: yaliaunt, so as for my paK 
I thinke the earth hath no man that hath done more herolcaU actes 
then bee; how soeyer now of late the fame flies of the two princes of 
Thessalia and Macedon, and hath long done of our noble prince 
Amphialus: who in deede, in our partes is onely accounted likely 
to match him: but I say for my part, I thinke no man for yalour 
of minde, and habilitie of bodie to bee preferred, if equalled to Ar- 
galus; and yet so yaliant as he neyer durst doo any bodie injurie: 
in behayiour some will say oyer sadde, surely sober; and somewhat 
giyen to musing, but neyer uncourteous; his words eyer ledde by his 
thought, and foUowed by his deede; rather Uberall then magniflcent» 
though the one wanted not, and the other had eyer good choise of 
the receiyer: in summed (for I perceiye I shall easily take a great 
draught of his praises, whom both I and aU this countrie loye 
so well) such a man was (and I hope is) Argalus, as hardly the 
nicest eye can finde a spot in, if the oyer-yehement constancie of 



' The italic* are mine. 
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yet spotlM affection, mmy not in barde wrestod constructions be 
counted a spot: which in this manner began that worke in him, 
which hath made bothe him, and it selfe in him» over all this coun- 
try fomous. (p. 81) 

The examples thus far given have shown no vertebrate 
structure, no successful attempt— possibly no desire — on the 
writer's part to mold his sentence in any of the prescribed 
shapes: the internal arrangement of words, phrases, and 
clauses is loose. But two of the devices by which writers of 
Sidney's day strove to give rhetorical form to their sen- 
tences, Sidney uses in the Arcadia. These devices are the 
periodic arrangement, and balance; which I shall treat as 
the fourth and fifth types of the long sentence as it is found 
in the Arcadia. 

(4) Sidney's use of the periodic arrangement of the ele- 
ments that go to c(mstitute the sentence reveals two irregu- 
larities in his style. Inasmuch as the periodic arrangement 
has for its ostensible purpose clearness and force, we may 
say that Sidney has often defeated his own object by his use 
of it. For, in the first place, few of his "periodic sentences" 
are thoroughgoing: he often deserts the scheme that he has 
led you to expect he should follow, thus destroying the unity 
of form and robbing his sentence completely of the climax 
which is the essential quality of periodicity. Examples of 
this anti-climactic type are not infrequent. 

In the second place, he often encumbers his sentence along 
the way with so many excrescences that, although he does 
keep the periodic form, the reader can only by great effort 
and rereading recognize it. To save space and time I shall 
use one sentence to illustrate both these points, though sep- 
arate examples of each may be found. Considered as a 
whole, this sentence illustrates the first defect; but if we 
suppose that three-quarters of it — as far as "the effect" — 
constitutes one sentence, it illustrates the second defect. 

But then, Demagoras assuring himselfe, that now Parthenia was 
her owne, she would never be his, and receiving as much by her 
owne determinate answere, not more desiring his owne happines, 
then envying Argalus, whom he saw with narrow eyes, even ready 
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to enjoy the perfection of his desires; strengthning his conoeite 
with all the misehierons counsels which dlsdajmed love, and enyl- 
oas pride could geve unto him; the wicked wretch (taking a time 
that Argalus was gone to his countrie, to fetch some of his princi- 
pall frendes to honour the mariage, which Parthenia had most 
JOTfully consented unto,) the wicked Demagoras (I say) desiring to 
speake with her, with unmercifull force, (her weake armes in vaine 
resisting) ruhd all over her face a most horrible poyson: the effect 
whereof was such, that never leaper lookt more ugly then she did: 
which done, having his men and horses ready, departed away In 
spite of her servants, as redy to revenge as they could be, in such 
an unexpected mischiefe. (p. 84) 

(5) When rigorously tested by structural canons, balance 
as employed by Sidney often misses its mark, either because 
it is not thoroughgoing, or else because it is overdone. In the 
first case, it may have a momentary rhetorical effect of con- 
siderable force; but it does not contribute to effective sen- 
tence-form. The following example begins with balanced an- 
titheses; it then wanders off into other sorts of constructions, 
one at least of which — ^the italicized clause — ^is at odds 
vidth everything around it. Later another balanced construc- 
tion is promised in "first, by employing"; but no correspond- 
ing ''second" appears. Still later the writer returns to bal- 
anced clauses like those at the beginning. The sentence is 
amorphous, not because balance has been utilized, but rather 
because incongruous forms have in so long a sentence been 
loosely combined. Had Sidney followed the lead of his first 
antithesis, he might have produced, as he sometimes does, a 
compact and emphatic sentence. 

But the more shoe assaulted, the more shee taught Parthenia to 
defende: and the more Parthenia defended, the more she made her 
mother obstinate in the assault: who at length finding, that Argalus 
standing betweene them, tooM it tJuU most eclipsed her affection from 
shining upon Dem<igor<is, she sought all meanes how to remove him, 
so much the more, as he manifested himself an unremoveable suitor 
to her daughter: first, by imploying him in as many dangerous en- 
terprises, as ever the evill stepmother luno recommended to the 
famous Hercules: but the more his vertue was tried, the more pure 
it grew, while all the things she did to overthrow him, did set him 
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np upon the height of honor; Inough to have moyed her harte, espe- 
cially to a man every way so worthy as Argalus: but she strug- 
ling against all reason, because she would haye her will, and shew 
her authoritie in matching her with Demagoras, the more vertuous 
▲rgalus was, the more she hated him: thinking herselfe conquered 
in his conquests, and therefore still imploying him in more and 
more dangerous attempts: meane while, she used all extremities 
possible upon her faire daughter, to make her geve over herselfe 
to her direction, (p. 33) 

Sentences in which Sidney has employed balance excessively 
are not rare. One type is that in which there are convolu- 
tions: balanced constructions within balanced constructions. 
An example follows. 

And alas, who can better wltnesse that then we, whose experi- 
ence is grounded upon feeling? hath not the onely love of her 
made us (being silly ignorant shepheards) raise up our thoughts 
above the ordinary levell of the worlde, so as great clearkes do not 
disdaine our conference? hath not the desire to seeme worthy in 
her eyes made us when others were sleeping, to sit vowing the 
course of the heavens? when others were running at base, to runne 
over learned writings? when others marke their sheepe, we to marke 
ourselves? hath not shee throwne reason upon our desires, and, as 
it were given eyes unto Cupid? hath in any, but in her, love-fellow- 
ship maintained friendship betweene rivals, and beautie taught the 
beholders chastitie? (pp. 7-8) 

The balanced sentence is often periodic in arrangement as 
well. Such sentences gain, when they are handled at all 
deftly, a cumulative force. The following is a fair example 
of Sidney's skill in this kind. 

Certainely as her eyelids are more pleasant to behold, then two 
kiddes diming up a faire tree, and browsing on his tendrest 
braunches, and yet are nothing, compared to the day-shining starres 
oontayned in them; and as her breath is more sweete then a gentle 
South-west wind, which comes creeping over flowrie fleldes and 
shaddowed waters in the extreeme heate of summer, and yet is 
nothing, con^ared to the hony flowing speach that breath doth car- 
He: no more all that our eyes can see of her (though when they 
have seene her, what else they shaU ever see is but drye stuble after 
clovers grasse) is to bee matched with the flocke of unspeakeable 
vertues laid up delightfully in that best builded folde. (p. 7) 
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A Still more characteristic illustration of Sidney's use of 
balance is the following sentence, in which antithesis is the 
chief purpose. 

The Ughtes, doores and stalres, rather directed to the use of the 
guest, then to the eye of the Artificer: and yet as the one cheefly 
heeded, so the other not neglected; each place handsome without 
euriositle, and homely without lothsomnes: not so dainty as not 
to be trode on, nor yet slubberd up with good felowshippe: aU more 
lasting then beautifuU, hut that the consideration of the exceeding 
lastingnesse made the eye beleere it was exceeding beautiful, (p. 
15) 

But Sidney does at times — ^though very rarely in the Ar- 
cadia — ^mass his material in a dear and unaffected form. 
Witness the following : 

They hearing him speake in Greek (which was their naturall lang- 
uage) became the more tender hearted towards him; and consider- 
ing by his calling and looking, that the losse of some deare friend 
was great cause of his sorow; told him they were poore men that 
were bound by course of humanitie to prerent so great a mischiefs; 
and that they wisht him, if opinion of some bodies perishing bred 
such desperate anguish in him, that he should be comforted by his 
owns proofs, who had lately escaped as apparent danger as any 
might be. (p. 9) 

Akin in looseness to his long, invdved sentences are Sid- 
ney 's half -sentences, which are generally ''overflows" from 
the former. These fragmentary sentences can usually be 
converted into self-sufficient sentences by the change of a 
relative pronoun to a demonstrative pronoun, or by some 
other slight alteration. One can scarcely glance at any page 
of the Arcadia without noting a sentence beginning in one of 
the following ways: "Which when . . . "Where lying 
. . . "Whose workes . . . "Who seeing . . . 

But the difficulty of Sidney's sentences is not wholly to be 
traced to their composition, or structure ; it is as much due to 
syntactical errors. His chief offences in this regard are such 
as follow, examples of each irregularily being given below : 
anacolutha, misrelated partidple, ambiguous reference, shift 
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of sabject The underscoring and interpolations call atten- 
tion to the errors. 

(a) Anaoolutha are not nneommon : 

But the flBhermen, when they came bo neere him, that it was time 
to throwe out a rope, hy which hold they might draw him, their 
simplicity bred such amasement, and their amasement such a 
superstition, that (assuredly thinking it was some God begotten be- 
tween Neptune and Venus, that had made aU this terrible slaugh- 
ter) as they went under sayle by him, held up their hands, and 
made their prayers, (p. 10) 

Por she (being a woman of excellent witte, and of strong work- 
ing thoughts) whether she suspected me by my oTer-rehement 
showes of affection to PhUodea (which lore forced me unwisely to 
utter, whUe hope of my masks foolishly incouraged me) or that 
she hath taken some other marke of me, that I am not a woman: 
or what deril it is hath revealed it unto her, I know not; but so 
it is, that al her countenances, words and gestures, are miserable 
portraitures of a desperate affection, (pp. 98-94) 

(b) The. misrelated participle occurs freely: 

Clalus presently went to a Fisherman, and having agreed [refers 
not to the ^ to come, as it should, but to CkUue] with him, and 
proTided some apparell for the naked stranger, he [refers to naked 
9tramger] imbarked, and the Shepheards with him. . . . (p. 9) 

(c) Ambiguous reference is often so flagrant as to muddle 
up the meaning: 

.... Musidorus found his sicknes .... grow greatly: 
so that fearing some suddaine accident, he delivered the chest 
to Kalender: which was fuU of most pretious stones, gorge> 
ously and cunningly set in diverse manners, desiring him [Kalen- 
der] he [Kalender] would keep those trifles, and if he [Musidorus] 
died, he [Kalender] would bestow so much of it as was needfuU 
to flnde out and redeeme a young man, naming himself e Daiphantes, 
as then in the handes of Laconla pirates, (p. 16) 

(d) The shift of subject proves disconcerting; this ''fault'' 
abounds: 

But the fishermen made such speed into the haven, that they ab- 
sented his [Musldorus's] eyes from beholding the issue: where be- 
ing entered, he [awkward shift of subject] could procure neither 
them nor any other as then to put themselves into the sea: so that 
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beyng [suppoeedly modiflei a. he to come] as full of sorrow for be- 
ing unable to doe anything, as volde of counsell how to doe any- 
thing, besides, that sickness grew something upon him, the honest 
shepheards [change back to plural subject], Strephon and Claius 
(who being themselves true friends, did the more perfectly Judge 
the Justnesse of his sorrows) adTise him, that he should mitigate 
somewhat of his woe, since he had gotten an amendment in 
fortune, being come from assured persuasion of his death .... 
(p. 11) 

The sentence-form in the Apohgie is obviously more simple 
than that in the Arcadia. And it is not alone the compara- 
tive brevity of the sentences that produces this simplicity, 
for even the longest periods in the Apologie^ — and there are 
at least 16 of over 100 words — ^are handled with a firmer grip 
than sentences of approximately the same length in the 
ArcadiaJ The very long sentence which may be broken up 
into more or less complete parts is not so involved and loose 
as it generally is in the Arcadia. It is more easily intelligible 
in its parts and in the relations of its parts. The following 
sentence of 168 words shows the care that Sidney could exer- 
cise to mold his idea in such form that it could be grasped 
as a whole. Such care is typical of his workmanship in the 
Apologie. 

But when, by the balance of experience, it was found that the 
astronomer, looking to the stars, might fall into a ditch, that the 
inquiring philosopher might be blind in himself, and the mathe- 
matician might draw forth a straight line with a crooked heart; 
then lo! did proof, the overruler of opinions, make manifest, that 
aU these are but serving sciences, which, as they have each a pri- 
vate end in themselves, so yet are they all directed to the highest 
end of the mistress-knowledge, by the Greeks called dpx(f'««nvi'(«n^> 
which stands, as I think, in the knowledge of a man's self, in the 
ethic and politic consideration, with the end of well-doing, and not 
of well-knowing only: — even as the saddler's next end is to make a 



• See Table, p. 60. 

* There is, however, a notable example of a sentence of 252 words, which 
has a distinct design consisting of 8 parallel causal clauses, but which 
Sidney confuses, apparently by Inadvertance. Collins comments thus: 
"Here [in the middle of the sentence] Sidney confuses the syntax by 
inserting a principal clause, forgetting that the principal clause giving 
the conclusion to be derived from all the causal clauses is coming at the 
end of the sentence." (p. 88) 
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good saddle, but hlB further end to senre a noble faculty, which la 
horsemanship; so the horseman's to soldiery; and the soldier not 
only to have the skill, but to perform the practice of a soldier. 
(Cook, p. 12) 

It is not my purpose to treat with detail the syntactical 
lapses in the Apologie, for the texts used as the basis of my 
discussion have with thoroughness (when taken in conjunc- 
tion) stressed these defects. Many of them could be shown 
to spring from the unadvanced stage that English prose had 
reached in the Age of Elizabeth. The wonder rather is that 
Sidney could contrive a logical vehicle, on the whole, so lucid 
and so free from oddities as a present-day reader finds the 
style of the Apologie to be. The management of pronouns 
is sometimes loose. Professor Cook notes: 2 instances of the 
omission of the relative; 2 of which referring to persons; a 
very awkward passage in which who, following the word 
SyUa, refers to Caesar's, appearing earlier in the sentence, 
thus: 

And mark but even Caesar's words of the fore-named Sylla — ^who 
in that only did honestly, to put down his dishonest tyranny — Ii^ 
eras nesHvit: as if want of learning caused him to do well. (p. 21) 

Collins notes a which (p. 26, 1. 26) that has no definite ante- 
cedent, but that requires the reader to gather up from the 
main clause an adequate antecedent. Personal pronouns also, 
he finds, are not always provided with proper i^eferences. 
Cook notes substitutions : as for thai (2) ; did not for had not 
(1) ; without for unless (3). He also records 6 examples of 
so ... as used to mean so . . . that; but only in 
one ease, it seems to me, is the lapse more than awkward, and 
it is worse than awkward in that case for reasons that lie 
outside the construction itself; namely, the very confusing 
introduction, at the worst possible point, of another as; thus, 
not to mention the further annoying interruption after the 
second as: 

Besides, one word so, as it were, begetting another, as, be it in 
rime or measured verse, by the former a man shaU have a near 
guess to the follower, (p. 34, 11. 2-4) 
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One oonld probably not unearth from the Apologie a sen- 
tence better calculated than the foregoing to exhibit Sidney's 
weakness. But although the sentence has nothing to com- 
mend it, when one encounters it in its context the meaning 
comes at least half way to meet one. I should not wish to 
appear to palliate Sidney's offenses against the integrity of 
sentence-architecture. On the other hand, I am convinced 
that all the emphasis that can be reasonably laid upon the 
defects hitherto cited and upon others to be found in the 
Apologie is insufficient to alter the conclusion that Sidney, 
considered as the pioneer of English criticism, commands a 
sentence-structure which, despite the apparent laxity of his 
punctuation, is lucid, an admirable logical instrument, free 
from the barbarous and fantastic irregularities that make 
the Arcadian sentence an equally admirable instrument for 
its different purpose. 

The foregoing study of the Arcadia and a comparison of 
the best of the recent texts of the Apologie divulge a fact 
very pertinent to our present purpose; namely, that Sidney 
was little concerned with the rigors of sentence-form as such ; 
and that he gave no attention to niceties in punctuation. The 
laxity of Elizabethan punctuation is proverbial ; and although 
we do not know what Sidney's punctuation was, it is per- 
fectly apparent after a comparison of several texts of the 
Apologie derived more or less indirectly from a hypothetical 
manuscript — or manuscripts — ^that punctuation played only 
a slightly rhetorical part — ^never a scrupulously logical part — 
in the expression of Sidney's ideas. 

The texts* upon which I have based my conclusions are. 



•An Apolo0i0 for Po€trie, 1696. CarefuUy edited by Bdward Arber, 
London, 6 Queen Square, Blocmsbuxy, W. C. 1 April 1868. The basis 
of this text l8 clearly the version "printed for Richard Olney." Because 
this version has been used freely In the compilation of all three of the 
texts cited below, I have chosen for the most part not to employ it In 
deriving my deductions. 

The Defence of Foeey, Otherviiae fcnoion cm An Apology for Poetry. 
Bdited with Introduction and Notes by Albert S. Cook. Ginn & Com- 
pany. 1890. I assume that Professor Cook's text is the result of a 
collation of Arber's reprint of the Olnsy edition, and FllUrers reprint of 
the Ponsonby edition, since his variants (pp. 1S4-1S9) he gathers from 
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with slight and — so far as our porpose is concerned — ^nnim- 
poitant exceptions, composed of substantially the same words 
in the same order. Tet the distribution of stops — ^particu- 
larly of full stops — differs widely with the various readings. 
This flexibility of sentence-form is brought home by numerous 
examples in which one editor has placed in one sentence- 
form what another places in two or three or four sentence- 
forms.* More significant instances for our purpose, however, 
are those in which the disparity between the readings of the 
editors is far greater than that indicated above. On p. 60 
the 190 words which Arber marshals in 10 periods (thus, 12, 
30, 25, 6, 9, 7, 7, 6, 31, 57)," Shuckburgh places in 11 (spUt- 
ting Arber's last into 19, 38), Cook in 3 (12, 140, 38). But 
Collins places the 190 words in one massive sentence; thus: 
How can I Imt exdaime, 

Musa mihi causas memora, quo numine laeeo,** ^ 

sweets poesie,^ tbat hmth aunciently had Kings, Emperors, Sena- 
tors, great Captaines, such as, besides a thousand others, Dauid, 
Adrian, Sophocles, Oermanicus, not onely to teuour Poets, but to 
be Poets," ^ and of our neerer times can present for her Patrons 
a Robert, King of Sicil,^ the great king Prancis of Prance,^ King 



such a ooUation. He modemisM the speUlng and punctuation. (F)re- 
faoe, p. V.) 

An Apologia for Poetrie hy Sir PhUip Sidney, Bdited for the Syndics 
of the Unlveivity Preee (From the Text of 1695). With Note*, niuatra- 
tione and OkMnaiy. By Brelyn Shudtburgh, M. A. Cambridge: At 
the University Preee. 1891. This text, having for its basis the Arber 
reprint, is the result of the collation of some seven editions. (Preface, 
pp. v-z.) "....but on the whole the present edition, with some sparing 
changes in speUing and punctuation, reproduces that of 1695.** 

Sidney** Apoiogie far Poetrie. Bdited with an Introduction and Notes. 
By J. Chnrton CoUins. Oxford: At the Clarendon Press. 1907. The 
text is founded on the Olney edition, which he considers "as a rule, 
prtferable". But Professor Collins derived his reading dfa^Uy from 
the text in the BlUtahethan OriHcat B—aye of Gregory Smith. "... .but 
I have not foUowed him in certain rearrangements of paragraphs, and 
I have modified the punctuation." (Preface, p. iv.) 

*But it is often the case that these forms are not, strictly speaking, 
sentences at all, but merely fragments. 

^Only % of these are, stricUy speaking, sentences; but they are so 
punctuated. 

"^Cook ? 

»Arber . ft by cap. 

>«Cook ! 

>«Cook ; 
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lames of Scotland," ^ such Cardinals as Bembus and Bibiena,** ^ 
such famous Preachers and Tea<^ers as Besa and Melancthon,^ ^ 
so learned Philosophers as Fracastorius and Scaliger," ^ so great 
Orators as Pontanus and Muretus," ^ so piercing wits as George 
Buchanan,"* ^ so graue Counsellors as,** besides many, but before 
all*"* that Hospittall of Fraunce,** then whom (I thinke) that Realms 
neuer brought forth a more accomplished iudgement,'* more flrmely 
builded ypon vertue** '^— I say these, with numbers of others, not 
onely to read others Poesies, but to Poetise for others reading,^ 
that Poesie, thus embraced in all other places, should onely iind in 
our time a hard welcome in England, I thinke the rery earth la- 
menteth it, and therfore decketh our Soyle with fewer laurels then 
it was accustomed.** 

Whatever may have been the reasons for the differences in 
punctuation to be noted in these various readings, we are 
not concerned with them here. That there is no thorough- 
going attempt on the part of these editors to adjust the punc- 
tuation of their original (or originals, as the case may be) 
to the exigencies of nineteenth-century punctuation is clear, 
for many opportunities to do this they all fail to grasp. Such 
laxities as the many sentences beginning with which, whereof, 
wherein, and similar words (of which there are 11 instances 
in the first 20 pages of Cook's edition, and many also in the 
others), indicate no fervid desire to modernize in this respect 
at least. But our ignorance of Sidney's punctuation neces- 
sarily lessens our interest in the reasons that these editors 
may have had for differing, often widely, in their punctua- 
tion. Suppose that the differences arise from collation of 
varying sources. The results we shall derive are the same, 
whatever the reason. 

The freedom with which approximately the same words are, 
more or less arbitrarily, shunted off into sentences of various 
lengths, is further shown by the following table. Arber 



» Arber : 
'•Cook . 

" Cook . ff . by cap. 

»I have here used Arber to represent Shuckburgh also, as their 
punctuation is much the same. 
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spreads out in 7 periods what Shuckburgh, Cook^ and Col- 
lins respectively place in 3, 4, and 4. It is, even superficially 
considered, significant that what Cook puts in 3 periods (60, 
36, 27) , Collins puts in 1 (124) ; and that what Cook puis in 1 
(69), Collins puts in 3 (9, 25, 36). A table and the passage 
involved follow: 



Arber 
pp. 20-21 
7 periods 


8huokburgh 

p. 3 

8 periods 


Cook 

pp. 2-3 

4 periods 


Oollins 

p. 8 
4 periods 


97 
14 


97 


60 
36 

27 
69 


124 


13 






25 


60 


9 
25 


8 








28 


28 


, 


86 








194 


194 


192«« 


194 



Nay, let any hlstorie be brought, that can say any Writers were 
there before them, if they were not men of the same skil, as Orph- 
eus, Liinus, and some other are named: who hauing beene the first 
of that Country, that made pens delluerers of their knowledge to 
their posterity, may iustly challenge to bee called their Fathers 
in learning: for not only in time they had this priority (although 
in it self antiquity be venerable) but went before them, as causes 
to drawe with their charming sweetnes, the wild vntamed wits to an 
admiration of knowledge. So as Amphion was sayde to moue stones 
with his poetrie, to build Thebes. And Orpheus to be listened to 
by beastes, indeed, stony and beastly people. So among the Romans 
were Liuius, Andronicus, and Bnnius. So in the Italian language, 
the first that made it aspire to be Treasure-house of Science, were 
the Poets Dante, Boccaoe, and Petrarch. So in our Bnglish were 
Oower and Chawcer. 

After whom, encouraged and delighted with theyr exceUent fore- 
going, others haue followed, to beautifle our mother tongue, as wel 
in the same kinds as in other Arts. (Arber, pp. 20-21) 



•» The slight discrepancy in the total number of words is to be explained 
by Cook's reading itself and for^goino, and the others' reading U seV 
and fore going. 
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The very ease with which Sidney's periods or, more exactly, 
his pauses, lend themselves to manipulation indicates his 
concern for something more vital than the rigors of sentence- 
form as such, or of a system of ptmctoation at all akin to 
that we follow to-day. This more vital concern was rhythm, — 
rhythm developed by cadence.'^ 

There are two important reasons why cadence in Latin 
and in English mnst be discriminated: the quantitative sys- 
tem of accent in Latin is one that English does not share; 
and the polysyllabic nature of the Latin vocabulary produces 
a different effect from the dissyllabic and monoqrllabic Eng- 
lish vocabulary.'' Cadence is most simply treated through 
the theory of the cursus. ^'The main object of the cursiu is 
to secure an interval between stressed and unstressed sylla- 
bles," writes Professor Clark. To some such scheme it is 
necessary to relate the rhythms of Sidney's prose, especially 
in view of his profound admiration for Cicero's craftsman- 
ship. Professor Clark distinguishes in numerous prose three 
forms of the cursus: 1. cursus planw (5 syllables with ac- 
cent on 1 and 4), as in vSces testdntur; 2. cursiu tardiu (6 
syllables with accent on 1 and 4), as in mSa curdiio; 3. cursus 
velox (7 syllables with accent on 1 and 6), as in gdudia per- 
venire. He remarks that Cicero's favorite ways of ending 
sentences correspond to these 3 cursus. 

Applying this system to a famous passage in the Apdogie, 
with such adjustment as the essential differences of the lan- 
guages entail, we shall see that Sidney had little interest in 
sentence-form as such, but an inversely great interest in 
cadence. 

He [the Poet] beginneth not with obsctlre deflnftlons, which must 
blur the margent with int^rpf etations, and load the m^monr with 
ddubtfolnesse: but he commeth to you with words set in delfi^tfuU 
propdrtioa, either acedmpanied with, or prepared for the well in- 



•Sidney's ClceronUnlRii hat bMo crisply oommsntad upon by Tarions 
criUcs. notably by Clark, Albert C, in BngUah mm-ature and the OUt—Uf, 
Oxford, 1912, pp. 122, 128-t ; and Krapp^ G. P., in The Bfos of BnglUh 
Literary Proee, Oxford University Press, 1915, p. S66. 

"For my treatment of this whole matter I am largely endebted to 
Clark, Albert C, Proee Rhythm in BngUeh, Oxford, 191 S. 
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ehaunting skfll oC Mdsicke; and with a tale forsooth he o6mmeth 
unto y6u, with a tale which holdeth chfldren frmn pUy, and old 
mto from the chimney comer; and, pretending no mdre, doth tn- 
tende the winning of the mind from wfckednesse to T6rtue: even 
as the child is often hronght to t&ke m6et wh6lBom things, hy hid- 
ing them in such other as h&ve a pldasant tfist: which, if one should 
heglnne to tell them the nature of Aloes or RMharb they should 
rec^iTe, woulde sooner take their Phisioke at their e&res then at 
their mduth * 

There appear to be 15 cadences in this passage ; 9 of them 
commata, marked by a slight pause ; 3 of them cola, marked 
by a more decided pause. The cropping up of the semicolon, 
which is apparently not provided for in classical numerous 
prose, reminds us again that we are handicapped by our ig- 
norance* of Sidney's punctuation. As for the two semicolons 
here, they may reasonably be replaced by the colon to indi- 
cate fairly heavy pauses. At the end we have the clausida, 
or period. 

The English equivalent of each of the three forms of the 
cursus is to be found in the foregoing excerpt : 1. the curstis 
planus in "with obscure definitions" {vdces iestdntur) ; 
2. the cursus tardus in '* memory with d6ubtfulnes8e" 
(mea curdtio) ; 3. the cursus velox in **min from the chimney 
c6mer'' (gdudia pervenire). But it is notable that the 
majority of Sidney's cadences here do not adapt themselves 
strictly to any of the forms of the cursus. It is further 
notable that out of the 15 cadences 8 receive stress on the 
last syllable, a phenomenon foreign to Latin. This deviation 
from the classical accentual system emphasizes specifically 
the strongly monosyllabic nature of the English vocabulary: 
7 of these 8 endings are monosyllables. 

Cadences are further made various by the distribution of 
the caesurae, which coincide with word-divisions. In the two 
examples of the cursus planus to be found in the passage 
under discussion, the caesurae differ in number and position : 
"with / obscHre / definitions"; "delightfull / prop6rtion". 



*From Shuokbursh's •dition, p. 26. Th« punctuation of this pa— age 
differs with the edition; but the cadences remain — ^with but one or two 
negligible exception* — ^intact 
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After making all proper allowance for slight variations 
and substitutions, we find that only 5 out of these 15 cadences 
may be considered the equivalents of cursus. Ten of them, 
chiefly for reasons already pointed out, are what Professor 
Clai^ calls ''indigenous". 

In conclusion, it may be well to say that, although our con- 
sideration of the Arcadia has concerned itself largely with ir- 
regularities and ** faults", I conceive of these eccentricities 
as the defects of the qualities of the Arcadian sentence. Some 
of them are doubtless inadvertent ; most of them are unques- 
tionably deliberate. The abandon, even wantonness, which 
results is surely one of the qualities which Sidney sought for 
his extravagant romance. His style is as apposite to his pur- 
pose as is the later style of Henry James to his very different 
purpose. The depicting of mental states in fiction requires, 
in the light of a new psychology, a medium subtler and more 
flexible than is ordinary speech ; it may even demand a disre- 
gard for some of the accepted forms of idiom, etc. The oddi- 
ties of Henry James's sentences are not mannerisms: they 
subtly contribute to the atmosphere of his situations. In like 
manner Sidney has taken liberties with sentence-form to help 
produce an atmosphere which is fitting for his wanton, often 
violent, adventures. 

Turning from the enervating atmosphere in which the Ar- 
cadian sentence rankly thrives to the Apologie for Poetrie, 
we are exhilarated as by the coolness of a higher intellectual 
elevation. In both we hear the music of rhythm; but in the 
Apologie it is less hampered by the grotesque load it bears; it 
pulsates more freely, more simply. The Apologie is, as the 
ancients said of their proso, ** winged with rhythm". 
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UNITY, COHERENCE, AND EMPHASIS 
H. B. Lathbop 

The attempt to discover in ancient rhetoric a satisfactory 
theoretical basis for modem writing broke down long ago. 
No thoroughgoing eflfort has been made to modify the tradi- 
tional matter fundamentally, and to create a new theory 
adequate to the greatly expanded range of prose in modem 
life. For years, empirical methods in the teaching of com- 
position have been avowed by most of those concerned with 
the subject. Rhetoric has dropped out of the college curricu- 
lum ; it is not even studied by specialists in the teaching of 
composition. The rule of thumb takes the place of any body 
of doctrine; and yet at the same time, with obvious incon- 
sistency, some scraps of theory are snatched up and applied 
in the most sweepingly general fashion; and our textbooks 
present the appearance of a disorderly incongruity of con- 
ventions of language, suggestions for the collection of material 
and the taking of lecture-notes, the d6bris of a discarded 
theory, and principles which foreshadow the possibility of 
a dimly discerned new synthesis. The '' minimum of theory" 
which every publisher's announcement of a new book in the 
field tells us is retained is very tenaciously adhered to, but 
very uncritically accepted. 

The general laws of structure, especially, are now canonical ; 
they are insisted on with almost mystic fervor, but without 
rigorous examination of their validity. Whether or no any 
coherent body of principles of rhetoric may be possible, it is 
certainly the case that what few principles are oflfered to the 
student should be solidly and fundamentally right. The pur- 
pose of this paper is to subject to scrutiny the central dogmas 
of the somewhat amorphous but very real modem assemblage 
of rhetorical beliefs, — ^namely, the teachings involved in the 
use of the terms, Unity, Coherence, and Emphasis. 
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These terms are due to Professor Barrett Wendell's English 
Composition,^ which following the efforts of the Scotch 
theorists, especially of Campbell, Bain, and Minto,' to adapt 
and enlarge the conceptions of antiquity to modem needs, 
has had such an effect upon our modem theory and teaching 
of the subject The word emphasis, indeed, is Professor G. 
B. Carpenter's* amendment of Professor Wendell's original 
word mass, but the conception of Professor Wendell has re- 
mained since bis time unchanged and almost unchallenged 
as the basis of our instraction in the structure of the sentence, 
the paragraph, and the whole composition. The discussion 
of the three terms and of the ideas which they represent 
requires a few words of definition; for there is some inad- 
vertence in the common employment of them, and each is to 
be understood in a distinctly technical sense. Unity, then, 
as Professor Wendell employs the term, and as the term must 
be employed in distinction from coherence, has to do solely 
with the substance of thought in a composition. Any element 
of structure — ^** piece of style" — ^possesses unity if it contains 
that which is essential to the realization of its fundamental 
idea, and no more. A composition fails of unity by defect if 
it omits that which is essential to the completeness of its 
thought It fails — and this is the more frequent case — by 
excess, if it admits irrelevance, or digression, or appendages. 
A composition is not lacking in unity in Professor Wendell's 
sense if its parts are merely misplaced ; that is a question of 
coherence or of emphasis. In Professor Wendell's use of the 
term, unity is violated only if that which is present has no 
place in the composition, or else if something essential is wholly 



>W«ndeU, Barrett, MnglUh eompositUm, 1S91. 

*Campb6U, G«orte, PMIotopky of Rhetoric, 1776. 

Bain, Alexander, Manuai of Rhetorie, let ed.. 1866 ; 2d ed. 168T-1888. 

Mlato, wnUam. JfoiMial of BngUoh Prooo ZAtoraiwro, 1878. 

It le worthy of remarl( that rhetoric, In the aenee of the theory of proee 
style, has received no attention in England, but has been treated In 
Sngllflh almost exclusiyely by Scotchmen, tndudfais Scotch Canadians, 
and Americans. To many in both oountries the lansusse is more or less 
foreign; and in both the spread of popular education brings the children 
of uneducated parents in numbers to institutions of higher learning. 

'Carpenter, O. R., Bmoroioeo in Rhotorio and BngUoh CompooUUm, 
1881; B»eroi9€9 in Rhotorio and CompooitUm (Advanced Course), 1888. 
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left out. The relevant matter being selected, the arrangement 
of it in lo(pcal order is a matter of coherence, sane speech be- 
ing coherent as opposed to the incoherence, the lack of consecu- 
tion, of the speech of the insane or the feeble-minded* 
Further, nnder the head of coherence is included the art of 
indicating the logical relation of parts by special devices of 
transition, coherence in this sense being opposed to the lack 
of cohesion, the falling to pieces, of material objects the parts 
of which are not held together by forces binding each to each. 
Emphasis, finally, is that aspect of structure which gives 
conspicuousneas to the various parts in proportion to their 
importance. 

There can be no doubt of the meaning of English CampoH- 
Hon in the use of any of its terms. With a fidelity and 
scrupulousness as rare as they are commendable, a definition 
once given is adhered to without deviation or enlargement 
of meaning. Unity is concerned with ' * what may be included 
in a given composition"; the principle of unity is: ** Every 
composition should group itself about one central idea.''* 
Unity ''concerns itself chiefly with the immaterial ideas for 
which the material written words stand. ' ' * The test of unity 
is the practicability of being neatly summarized, a whole 
composition in a paragraph, a paragraph in a sentence.* The 
analogy employed to illustrate the degrees of amplitude in 
the scale of a composition is drawn from the grouping of 
statistics; the scale varies as the statistics concern an in- 
dividual, a family, a group of families, a state or a nation.^ 

The unity in view, as the comparison implies, is the aggre- 
gation of discrete elements. Coherence is kept rigidly distinct 
from unity, and although the aspect of coherence as the 
systematic development of material is not wholly left out of 
sight, yet the aspect of it which is most insisted upon is 
eonsecutiveness in passing from part to i>art ; the phrase which 
most often recurs is, ''the relation of each part to its neigh- 
bor".* Nowhere is a process of development thought of as a 



« Wendell. Barrett, BngUBh CampcMition, p. 29. 
•Jh*a., p. 14. 

^Ihid., p. 81. 
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whole. Emphasis, quaintly enough, is defined solely with 
reference to visual impressions: "The chief parts of every 
composition should be so placed as readily to catch the eye." * 
The references to spoken discourse are throughout brief and 
grudging; and the impression is left that the interpretation 
of written or printed discourse can be considered as a sheerly 
visual phenomenon, without reference to any psychological 
complex dependent on speech. The essential nature of 
emphasis, however, is not obscured by this accident of false 
perspective, which produces serious inadequacy only in the 
treatment of the sentence. Unity is the unity of details 
assembled around a principle ; coherence mainly closeness of 
relation between a part and its neighbors ; mass or emphasis 
the relative distinction of parts to the eye. In fine, the whole 
treatment rests upon the idea of intelligent aggregation. 

This group of terms seems to me to have served a very 
useful purpose in providing a simpler and clearer and more 
general theory of structure than that which preceded it ; and 
yet I am obliged to admit that it appears to me unsound in 
logic and to some degree harmful in practice. 

It may support this view to note that the distinction be- 
tween unity and coherence laid down by Professor Wendell 
has proved practically impossible to maintain. Certainly a 
composition which lacks a fundamental conception or which 
admits digressions and irrelevant matter lacks unity; but 
the human mind refuses to admit that an illogically arranged 
composition does not, in so far as it is illogical, also lack 
unity. Thus even Professor Pearson could not avoid speak- 
ing of sentences which lack unity of expression as well as of 
those which lack unity of thought.* But unity of expression, 
from Professor Wendell's point of view, is meaningless. The 
only unity he recognizes is unity of thought. The impos- 
sibility of holding fast to this idea becomes especially clear 
in the case of sentences. Take any sentence in which the 



• Wendell. Barrett, Engliah CompoaUUm, p. 29, cf. p. 100. 

* Pearson, Henry G., The Principles of Composition, 1897. p. 22. Pro- 
fessor Pearson writes as a pupil of Professor Wendell and as trained in 
hU school. See also Brown and Barnes, The Art of Writing SngUsh, 
191S, p. 120. 
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point of view is changed; for example, ** Boot-black and Ton- 
Borial Parlors'', or, **It was in the mountains, and a country 
thickly overgrown with trees," or, ** Students have come to 
the University with only fifty cents and a complete stranger." 
There is perfectly sound sense in the thought of each of these 
sentences; that is to say from Professor Wendell's point of 
view they possess unity. The words, however, by which the 
ideas logically parallel are expressed, are not applicable to 
ideas in the same category. Such expressions are irresistibly 
felt to be lacking in unity. 

Nor is the mental obstinacy which refuses to make a distinc- 
tion in such cases between coherence and unity merely a 
question of habit — of the difficulty of adhering to a technical 
meaning which differs in a subtle way from the meaning of 
common life. It is a thoroughly justified act of unconscious 
logic; something which the mind cannot help doing, and which 
it would stultify itself by not doing. For the evolution of a 
fundamental conception, even the working out in logical or- 
der of the implications of a proposition, is merely the realiza- 
tion of its unity. 

Everybody recognizes the truth of this view when dealing 
with works of the imagination. The Ancient Mariner, for 
example, has a separable theme ; but its unity, — ^its true sub- 
stance, — cannot be wrenched from the full perfection of the 
poem itself in its entire evolution. It is a thing felt, ex- 
perienced, in the progress of the poem through its continuous 
development. The more profound and vital the unity of a 
composition, the more close the knitting of part with part, 
the less possible to detach the ideas from the language, the 
thing signified from the sign. It is all in every part. 

Just as a living organism would lack unity if its parts were 
dislocated, just as a dog would lack unity if his leg were cut 
off and made to grow out of his back, so a composition lacks 
unity if its members are not in normal relation to its funda- 
mental idea. We speak of the Three Unities, not of the 
Three Coherences. The vital unity, the unity of action, is the 
unity not merely of a theme but of a process. A process, a 
transaction, fulfils a course ; it has a beginning, a middle, and 
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an end, and is not one unless ''by the law of necessity or prob- 
ability" each leads successively to each. Now, a process is 
just what every composition is. A composition is a thing 
fulfilled in time. Criticism recognizes this as a truth in the 
case of a play or an epic. Is it* less clear that an argument 
or an exposition is a transaction! a whole, not only in con- 
ception but in evolution t Surely the progress of a speech 
from exordium to peroration is one in its sequence quite as 
much as is the progress of a drama from exposition to denoue- 
ment. A well wrought argument, — Swift on the Conduct of 
the Allies, Lyell on Oeologic Change, Bright on the Crimean 
War, — ^has the excitement and interest of a well wrought plot, 
of unity manifest through a variety of successive experi- 
ences. The same thing is true in a measure of a good expo- 
sition, of Huxley or Newman on a liberal education, for ex- 
ample ; it is one as a process in its development by means of 
illustration or analogy to full realization quite as much as in 
its rejection of irrelevant material and in its avoidance of di- 
gressions. In a word, the unity of theme, directive unity, the 
unity of a line, is not more truly unity than the unity of con- 
nection, the unity of a chain or the unity of a woven fabric. 

It is plain, then, that orderly sequence — coherence — is an 
aspect of unity. But emphasis, the giving of distinction to 
the more significant parts may as easily be shown to be an as- 
pect of coherence. Coherence, orderliness, is simply arrange- 
ment in a systematic way, as by deduction or induction, from 
effect to cause or from cause to effect, from top to bottom or 
from bottom to top. There is no one plan that is preeminently 
coherent ; a coherent result is produced by any systematic prin- 
ciple of guidance appropriate to the case. But the order that 
gives distinction to that which is significant is rational, and 
therefore coherent. It is not possible to follow Professor 
Wendell when he declares that the principle of coherence and 
that of emphasis may come into conflict. If logic and emo- 
tion appear at all to quarrel, it is because emotion is guided 
by the deeper logic. It is true that one type of coherence may 
at times conflict with another. Thus the order moving from 
cause to effect may be incompatible with the order of dis- 
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covery ; or the order of progrew from gmall to great may con- 
flict with the order from east to west. Hence it may be nec- 
essary at times to select from several orders of progress that 
one which most truly represents the purpose of the writer. 
A higher or more subtle logic may conflict with a lower or 
more obvious one. 

Furthermore, genuinely faulty emphasis is in itself faulty 
logic. When Washington Irving insisted upon the imminence 
of danger at sea by saying, ''The mere starting of a nail, the 
yawning of a seam/' might give Death entrance/® he was 
illogical. He had formed in his mind a class of accidents 
extraordinary in that being so slight they might be so dis- 
astrous. But he had become confused by the greater serious- 
ness of the second accident, and was led away into thinking 
of his class as one of accidents extraordinary in seriousness 
instead of in strangeness. The order, ''The yawning of a 
seam, the mere starting of a nail", is requisite not only for 
emphasis, but also for coherence. So, to take an illustration 
from Bain, Dr. Johnson was at pains to form an exact bal- 
ance in the following sentence: "Kindness is preserved by a 
constant reciprocation of benefits or interchange of pleasures ; 
but such benefits only can be bestowed as others are capable 
to receive, and such pleasures imparted only as others 
are qualified to enjoy''. This sentence is ill written not only 
because it throws too great a stress on ple<i$ures and benefits, 
receive and enjoy, but because there is no real distinction at 
all to be drawn between the bases of kindness, because the 
distinction between pleasures and benefits in this passage is 
unreal. Indeed, no argument would seem to be required to 
prove that a method of arrangement which fails to concentrate 
the attention on the most important parts of a composition 
must be unsound in logic. 

An anti-climax or an inadequate antithesis or a faulty ap- 
portionment of space, or a suspending of the sense which does 



>• "Ab I heard the waves dashhifir alons the sides of the ship, and roar- 
Ing in my very ear, it seemed as if Death were TAging round this float- 
ing prison, seeking for his prey: the mere starting of a nail, the yawn- 
ing of a seam, might give him entrance." Sketch Book, The Voyage, 
KnickerlKKiker Bdltion, 1894. I: IS. 
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not give distinction to a vital idea,— each of these is not 
only bad in emphasis, it is bad in logic. 

Since coherence is but an aspect of unity, and emphasis 
is a type of coherence, so emphasis may be conceived of as a 
form of unity, as a realization of the central directing prin- 
ciple of a composition. For what is it that gives importance 
to any part of a composition t No part is important in it- 
self; every part is important only to the end of that total of 
which it forms a part. The total in this case is the entire 
composition; the end, that for which the composition exists, 
is that which makes it one. To attain that end, to be one, 
it must have the due emphasis appropriately distributed 
among its parts. Thus the conclusion, the most important 
part of the work, normally draws attention to that for which 
the whole composition exists, and contributes thus to hold it 
aU together. So the centering of attention on one main char- 
acter, or the directing of a course of thought to a culmina- 
tion, or any other device of emphasis is likewise plainly a de- 
vice of unity — the emphasis exists only in carrying out the 
unity. 

It is therefore plain that instead of three fundamental prin- 
ciples of structure, unity, coherence, and emphasis, we must 
recognize only one, namely unity, of which the other two are 
manifestations or phases or subsidiary consequences. But the 
converse is not true. It is not true, as is sometimes said, 
that any one of the three principles may be regarded as pri- 
mary, and that each of the other principles may be deduced 
from it, conceived of as mere phases of it. It is almost self- 
evident that parts presuppose a whole, that the logical order- 
ing of parts presupposes subordination to the end or aim of 
the whole. It is the unity, the total, which directs and con- 
trols. There may be a whole without parts — a composition 
consisting of a single word — ^''Begone!" There can be no 
part except of a whole. Similarly with emphasis. Even if 
we take the most pragmatistic view of reason, if we believe 
that our mind is the mere servant of our continued existence, 
and regard as fundamental the emphasis manifested in the 
mere sdection of material to which we pay attention, yet even 
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that emphasis is determined by the nature of the organism 
which is to be preserved* The emphasis of the attention 
manifests the conscious direction of the mind, but the uncon- 
scious direction of the nature governs the whole aim and char- 
acter of the work. In fine, the principles of structure all rise 
from the principle of unity. 

This view is confirmed by the analogy of the other arts. 
What is it that gives unity of effect to a painting t Mainly 
proper emphasis. Distributed emphasis, unconcentrated un- 
gradated light and shade, many centers of attention, make a 
painting ' ' spotty ' \ lacking in repose, lacking in unity. Archi- 
tecture obtains the effect of unity in the main by the proper 
salience of masses, and loses it by the distribution of em- 
phasis. In music the unity obtained, being a matter of the 
effect of experiences in time, is more closely analogous to the 
sequences of logic. Yet here also emphasis is fundamental 
to the very rhythm, the form of which is essential to any unity 
whatever. * * Proposition ' ' and ' ' answer ' ', * * theme ' ' and * ' de- 
velopment" succeed each other in relations, which relations 
are essential to the unity of the piece. Moreover, the most 
fundamental purpose of the process of musical development, 
the ground of repetition and variation and amplification and 
all the other manipulations which a musical theme goes 
through in the making up of a composition, is not to dazde 
or amuse with a species of musical jugglery, but to occupy 
the time of the composition in due proportion with each 
musical idea, to dwell upon each idea adequately, to present 
it from all sides with enticing variety, to hold it before the 
mind at the same time that the composition keeps moving for- 
ward, so that the total shall not have any part in excess or 
defect, but shall be a balanced whole, a complex and com- 
pletely realized unity. There is a unity not only of line or 
chain or texture, but of pattern. 

Or we may draw an analogy from physical structures. 
Any mechanical structure is made with a purpose, and this 
purpose is what makes it one thing. A chisel is designed to 
cut wood as a result of the application of blows applied to 
the handle in the direction of its long axis. This is its prin-i 
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mple of unity; to carry out this idea it is built together of 
parts, blade and handle; this is its coherence. And it has a 
recognizable form, faces and edges and such points of im- 
portance as the cutting edge and the head; this is its em- 
phasis. And the fitting together of the parts, the relative 
form and unequal lines of resistance in the whole, are but the 
manifestation of its idea, the realisation of its unity. 

Such an example is a very simple and almost trivial in- 
stance of a truth that could be illustrated by the case of any 
structure used for a definite object. The idea of a building 
to house books of a certain Mlid, most conveniently for dis- 
tribution to readers of a certain number and of a certain sort, 
under certain local conditions, determines the shape, the 
lighting, and the arrangement of a library. The idea of a 
practicable heavier-than-air flying machine for observation 
or for combat, — such an idea striving to be realized in such 
material and with such skill as men have at command at this 
moment in the progress of the world constrains the builder to 
make a frame of a given shape and weight, an engine of a 
definite type, and each minute part such as it individually is 
in form, size, and substance. 

But the most profound and significant analogy of the writ- 
ten composition is with complex living organisms. For a writ- 
ten composition shares with the living thing this character- 
istic, that its parts are subordinate totals. The sentence or 
the paragraph or the group of paragraphs makes up a little 
complete composition with an inner and subordinate but none 
the less genuine life, as a cell or a group of cells pr a whole 
system of groups of cells having related functions likewise 
possesses a subordinate but single life, and performs its func- 
tions in a sense independently, though in subordination to the 
unity of the entire organism. 

A real unsoundness in theory inevitably leads to bad re- 
sults in practice. Every teacher of experience well knows 
how diflicult it is to prevent a large proportion of students 
from accepting the three principles in a purely formal and 
mechanical spirit. The naive youth who ** applies" coherence 
and then ''applies" emphasis to his theme is not so uncom- 
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mon as to seem funny any longer. Indeed, the very system 
encourages him. The very idea of the existence of three co- 
ordinate principles makes it necessary for them to be ''ap- 
plied" in succession. The instructor and the instruction are 
likewise definitely misdirected. A wooden insistence on a 
topic sentence and an external procedure in paragraph de- 
velopment is too common in English classes. It is easy to be 
misled by the mere simplicity of the three names into regard- 
ing them as scxnething more than convenient catch-words. 
The substitution of an external, mechanical orderliness as an 
ideal of structure for the internal logic of natural develop- 
ment, if I may venture the suggestion, seems to me to have 
''caught on'' as a current fashion of style. We docket, file, 
and order our material like a card catalogue. An over-exact 
marking off of the paragraphs and a superficially obvious 
method of developing them are to be noticed in most of the 
conscientious expository articles which appear in our maga- 
zines. 

The view that the real merit of a composition as a piece of 
structure consists of the evolution of its central theme to its 
full development, that the logical sequence of the parts grows 
naturally from the implications of the theme, that the relative 
salience of various elements results inevitably from the way 
in which the theme is apprehended by the writer, this doc- 
trine encourages meditation, resulting in *firmness of grasp 
of the central principle combined with a vivid realization of 
its manifestations in detail. On the other hand, the doctrine 
of the three co-ordinate principles tends of itself to encourage 
manipulation, the consideration of external effects, and a me- 
chanical view of structure. 

The idea of organic as distinguished from purely mechan- 
ical unity is one of the intellectual conquests of modem sci- 
ence. To comprehend this idea as applied to written com- 
position helps to give intellectual dignity to the work in that 
subject and to lay a foundation for the subtler and more 
difficult applications of the same idea in other domains of the 
intellectual life. The world has moved away from the inade- 
quate fancy of the Pythagoreans, to whom the sphere was the 
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ideal form — a monotonous, uninteresting affair, without top 
or bottom, parts, or functions — and delights in the unity of 
organic nature, of living things, infinite in type, of which the 
more truly they are one, the more varied and complex and 
special and in a sense independent are the parts, all the parts 
together subserving the end of the organism. A cat, a blue- 
bird, a shark, or a man is more effectively a distinct unit 
than an amoeba or a bacterium. The emphasis of the whole — 
the relative salience of the parts to the eye or the hand — is 
nothing but the outer form of the organism, which results 
from its inner structure, and which is but one manifestation 
of its special and peculiar way of life. It is not here con- 
tended* that emphasis and orderly collocation are not dis- 
tinguishable aspects of the structural unit or that it may not 
be advantageous to consider them separately in theory or 
practice ; but it is contended that they should be understood 
not as co-ordinate principles, not as independent entities, but 
as aspects of the one great directing idea of structure, as as- 
pects of the unity which results from complex adjustments to 
a single end. As the external form manifests the internal 
form — ^as the body realizes the idea latent in the skeleton, us 
the face is a covered skull — so the ''emphasis" results from 
the ** coherence". Again, since the purpose of an act is a re- 
sult of a choice among alternatives, and as this purpose de- 
termines the attitude of the members of an organism, so at 
times the emphasis determines the coherence — ^the stress on 
the most important point determines the adjustment of the 
parts to the special end. And finally as all the acts and as- 
pects of the organism are manifestations of one life, so the 
unity of the composition pervades and is expressed by all its 
qualities and aU its parts. 

It is in the structure of the sentence that this conception 
is most obviously and fruitfully applied. In larger units, in 
paragraphs, or chapters, or completed totals of any amplitude, 
it is possible to consider the three principles independently 
without much difficulty or obvious contradiction. In sen- 
tences, the fact that we are face to face with the ultimate 
objects of attention brings forward insistently the question 
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whether directing the attention towards these objects is pri- 
marily a matter of coherence, of emphasis, or of unity — 
whether it is determined by the relative importance of par- 
ticular things, or by the logical relations subsisting among 
those things, or by some more general underlying tendency. 
Another reason why the sentence brings forward the relation 
of the parts more clearly than the paragraph or the whole 
composition is that the relations of the sentence are made 
manifest by syntax, and that the analysis of a sentence is 
therefore more rigid and exacting than that of a paragraph 
or a larger unit of discourse. 

First among the questions of sentence structure is the ques- 
tion of the subordination of predication. How is it best to 
regard the difference between primer sentences and Miltonic 
periods t Here is a string of beads from a child's reader: 
''I see the bird. It is pretty. It is yellow. The bird hops 
in the tree. It is a wild canary." Here is the towering 
architecture of Milton's Paradise Lost: 

High on a throne of royal state, which far 
Outshone the wealth of Ormus and of Ind, 
Or where the gorgeous Bast with richest hand 
Showers on her kings barbaric pearl and gold, 
Satan exalted sat, by merit raised 
To that bad eminence; .... 

IGlton's sentence differs from the primer sentences in all 
points of structure. His form, the hypotactic form, brings out 
logical relations not made manifest by the paratactic or, if I 
may so call it, the atactic form. Subordination, in other 
words, is a question of coherence. Again, the discrete form 
emphasizes each separate element, while the organized fonn 
emphasizes the whole to which the parts contribute; that is, 
hypotaxis and parataxis are aspects of emphasis. But at 
bottom the very language in which the relation of parts is 
discussed implies that the parts cannot be fundamental, that 
it is the conception of the total which determines the logical 
order and the relative distinction of the elements. The styles 
of Mr. H. G. Wells and of Henry James differ essentially in 
the kind of unit by which their minds proceed, — ^by their. 
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sense of what really is one thing at a time. The effort to 
present each impression as complete with its innumerable ele- 
ments and delicacies of definition is the very heart of James's 
method. Mr. Wells is content with a series of rough ap- 
proximations finally sketching out a fairly exact outline. De 
Quincey carried a larger load at one time than Macaulay, and 
defined the form of his ideas with more exquisite precision. 
It is because the intellectual units of the two writers differ 
that the logical structure and the emphasis of their sentences 
differ. 

Herbert Spencer compares the intellectual efforts of a 
reader to the physical labor of a man carrying away a load. 
The weakest is obliged to carry the least at a time ; the strong- 
est can take the most^^ This comparison, true and useful so 
far as it goes, does not point out that the superior mind not 
only carries larger loads but gives them a different shape. 
In these times of war, a comparison with military organiza- 
tions may not be out of place. A squad, a platoon, a com- 
pany, a battalion, a regiment, a division, a corps, an army, 
differ in much more than in the fact that they contain more 
or fewer men. For one thing, the bigger the unit the less 
significant each private must be. But much more important 
is the fact that each organization is a specific kind of unit, 
fulfilling as a whole a single purpose. It is this — ^the idea 
of an army, its function as a tactical and strategic unit, and 
not its staff organization, or the hierarchy of its ranks, that 
makes an army. These things exist for it, not it for them. 
A more exact analogy may be drawn from the field of govern- 
ment. A city or a county is at once part of a state, and a. 
unit by itself; and a state is likewise in some aspects sub- 
ordinate to the federal republic and in some aspects quite 
independent of it ; and every city or county or state has not 
merely a size but a character of its own. So the subordinate 
units of a complete composition are not merely sections cut 
out of it, but have a quality, an individual, minor life as well 
as a distinct bulk. In conclusion, the subordination of predi- 



>^ Spencer, Herbert, The Philo9ophy of BtyU, New Tork, 1877. Apple- 
ton's edition, p. 26. 
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cation is fundamentally a matter of the size and nature of the 
intellectual units which the mind apprehends. 

Another aspect of unity is the maintenance of a single 
point of view throughout a sentence*^ A writer may have the 
problem of describing in one sentence, for example, Ber- 
nand's wall paintings in one of the rooms in the White House 
at Washington. This French artist, a certain Bemand, made 
the decorations. He placed portraits of Washington's cab- 
inet, in the form of medallions, on the ceiling, and painted 
festoons of fruits and vines on the walls. If the writer is 
thinking of the decorations primarily as the work of Bemand 
he will write a sentence somewhat like this: "The French 
artist Bemand painted on the ceiling medallion portraits of 
President Washington's cabinet, and on the walls decorations 
of fruits and vines. " If he thii^ of the work primarily with 
reference to the way in which it is placed, he will follow some 
such form as the following: ''The ceiling is decorated with 
medallion portraits of President Washington's cabinet, by the 
French artist Bemand, and the walls with festoons of fruits 
and vines, by the same painter." Either form is rational, 
and the difference between them is in their point of view. 
But a vacillation between the two: ''The ceiling is painted 
with medallion portraits of President Washington's cabinet 
by the French artist Bemand, and the walls he painted with 
festoons of fruits and vines," though inconsistent in em- 
phasis and awkwardly incoherent, is primarily at fault be- 
cause the writer lost hold of his central idea. 

In reality this sentence exemplifies the most pervasive fault 
in the logic of sentence-structure, the failure of writers to 
recognize and maintain consistently a category upon which 
they have begun or which they have implied. Such expres- 
sions as the following, various as they are in external form, 
all are defective essentially because of this failure to appre- 
hend the character of a class of things. 

"The wind blows there three hundred and sixty-five days 
in the year and twenty-four hours per day." 

"The gentleman suggested [past point of view] that I wait 
[present point of view] until the end of the month." 
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''All which were imps she cherished with her blood, 
To make her charms siicceed and good.*^ 

In all these instances, the radical defect is the lack of a di- 
rective sense of totality; the maladjustment of parts is only 
a symptom of this constitutional vice. 

The most ordinary devices of heightened emphasis, espe- 
cially antithesis and climax, to say nothing of anaphora, rest 
upon the formation and clear indication of categories. If 
two things cannot be classed together, there is no point in 
contrasting them ; if a succession of events does not form a 
series, there can be no climax in it ; it is only parallel ideas 
the separateness of which can be stressed by repeating the in- 
troductory word of the expressions referring to them. In 
each of these cases the formation of a class, the unity of idea, 
is fundamental to the figure, while the orderly method or co- 
herence, and the concentration upon a particular point, or 
emphasis, express this unity. 

For illustration of this truth, consider Shakespeare's high- 
wrought rhetoric: 

''What a piece of work is a man! how noble in reason! 
how infinite in faculty ! in form and moving how express and 
admirable! in action how like an angel! in apprehension how 
like a god ! the beauty of the world ! the paragon of animals ! ' ' 
The marvels of man's nature are at the same time associated 
as members of the same category and given separate dis- 
tinction by the repetition of the word of reference how; the 
introductory and concluding pairs are twinned in nature 
and rhythm, and could not otherwise be opposed in antithetic 
balance; and the whole leads to a culmination, which could 
not be reached except by a progress up a series of similar 
steps. 

Coherent progress from part to part depends chiefly upon 
the intelligent direction of the attention to the points made 
in order. Weil, in his well known Essay on the Order of 
Words in the Classic Languages, brings out the fact that the 
salience given to words at the ends and the beginnings of 
sentences subserves the effect of natural continuity, and 
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erefttes a flowing unity of movement.^' Each sentence tends 
to take its leap from some matter connected with what pre- 
cedes, and to plant its foot in advance upon some new matter 
which again gives grounding for a spring forward. Hence 
it is that the most important part of the sentence is in the 
end, the next most important in the beginning, for what is to 
come is more important than what has gone before, although 
what has gone before gives importance to what is to come. 

Such linking of sentence to sentence is part of the rudi- 
ments of style ; the device is so familiar that it would be im- 
pertinent to dilate upon it. To one point only is it in place 
to call attention ; namely, that as regards the individual sen- 
tence this method of arrangement has the aspect of emphasis, 
but as regards any larger unit of which the sentence forms a 
part it has the aspect of coherence. 

Weil's discussion is concerned not only with the movement 
from sentence to sentence, but with the movement from mem- 
ber to member within the sentence. For a sentence is built 
up not of single words, but of groups of words, each of 
which makes up a subordinate kind of intelligible complete- 
ness. Now in writing of firm texture, there is a perpetual 
sense of springing progress not only from sentence to sen- 
tence but from group to group. Macaulay, though not one 
of the most notable of writers for continuity, may afford an 
example. From his essay on Lord Clive is taken the follow- 
ing passage, in which for convenience the lesser groups are 
divided by single diagonal lines, the larger by double ones : 

''The entire history of British India /is an illustration of 
the great truth, / that it is not prudent / to oppose perfidy 
to perfidy, //and that the most efficient weapon with which 
men can oppose falsehood / is truth. During a long course 
of years, / the English rulers of India, / surrounded by allies 
and enemies whom no engagements could bind, / have gen- 
erally acted with sincerity and uprightness ; // and the event 
has proved / that sincerity and uprightness are wisdom.*' 
One great source of the rambling ineffectiveness of students' 



Weil. Henrt, Tft0 OHLvr of Words in the Ancient Lanffuagea Compared 
with that in the Modem Lanouagee, Translated by Charles W. Super, 
18S7. See especially pp. 28-85, 89. 
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themes is the absence of this kind of connection between the 
elements of sentences. 

Ancient rhetoricians, who concerned themselves with the 
spoken language, based their ideas of structure upon the re- 
lations between the members of a sentence as the speaker 
divided them and as the listener heard them. In modern 
times, rhetorical theory has been almost wholly confined to 
the look of the written language on the page, and the group- 
ing of words within the sentence has been left almost wholly 
to the elocutionist and the phonetician. Hence it may not be 
out of place to repeat their familiar generalizations here. A 
speaker utters and the consciousness of a listener apprehends 
as one, not single and separate words but groups of words. 
Within each group there is a single point of emphasis, mark- 
ing out a single dominant word as the center of the group. 
The physical means of separating the groups and of giving 
distinction to the central words do not here concern us. Such 
a group, the smallest complete section, the real molecule of 
speech, may be called for distinction a group. A group of 
groups is heard and understood as in a way forming a larger 
unit, or member, and msmbers may be grouped again into still 
larger masses, until a sentence is built up. Groups and mem- 
bers are practically always units of grammatical syntax, and 
they may or may not be marked off by punctuation. A fair 
illustration is provided by Bishop King's Sic Vita, which is 
analyzed with skill in Dr. S. S. Curry's Lessons in Vocal 
Expression}* 

Like to the faUing of a star, 
Or as the flights of eagles are, 
Or as the fresh spring's gaudy hue, 
Or silver drops of morning dew, 
Or like the wind that chafes the flood, 
Or babbles which on water stood, — 
Even such is man, whose borrowed light 
Is straight caUed In and paid to-night: 
The wind blows out, the babble dies; 
The spring entombed in autumn lies; 
The dew's dried up, the star is shot. 
The flight is past;— and man forgot! 



^ Curry. S. S., Le99on9 in Vocal B9vre99ion, Course I, Boston, co. 1896. 
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Each of the first six lines is a group: it is uttered as one 
thing, and it has one center of interest (star, eagle, spring, 
dew, wind, bubbles). Against them all stands the next group, 
''Even such is man", setting forth man as the real subject of 
reflection, for whose sake all the previous matters have re- 
ceived attention ; and the first member is brought to an end 
with the word to-nigJit, the last group giving the ground for 
the comparison. Then, **The wind'* makes a group, to which 
"blows out" answers, and the same relation is maintained 
between bubble and dies, spring and autumn, and the rest; 
and finally, ''Man — forgot" completes the second large mem- 
ber, and brings the sentence to its close. 

Now it is not difficult to consider the structure of this 
sentence under the three conceptions, unity, coherence, and 
emphasis. Its theme is distinct, its orderly progress markedly 
clear, and its points of culmination are conspicuous. At the 
same time, here again that which is emphasis in the part is 
the means of coherence for the whole; the stressed words of 
the smaller groups serve as means by which the relation of 
the groups is made plain. The dominant emphasis, further- 
more, on man and forgot is indeed emphasis, but it is also 
the direct expression of the fundamental idea, or directing 
unity, of the sentence. Any other well constructed sentence 
would illustrate with similar distinctness the propositions 
which have already been put forward under so many aspects. 
The physical means by which the formal logical relations 
of sentences are expressed to the ear, and through the ear to 
the mind, would make the same contentions almost mechan- 
ically obvious. It would be possible to separate these physical 
means of expression from articulate words, or in other words 
to utter the melody of the sentence ; and if that were done with 
exactness, the whole logic of the sentence as regards the re- 
lations of the parts would be completely and precisely ex- 
pressed. To do it, it would be necessary to utilize every 
means always necessary for the existence of a melody;— rela- 
tive duration, pause, volume, discrete change of pitch, and in 
addition the sliding change of pitch characteristic of speech 
as distinct from song. Each element has a special function 
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as a means of expression ; but the emph<isis, the means of dis- 
tinguishing the most significant parts, is obviously nothing 
but the culmination of a process which runs through the whole 
melody. If, for example, the emphasis is gained, as it mainly 
is, by a change in the direction of the slides of the voice, the 
change is as a physical fact inseparable from the slides on the 
other syllables. Whatever means of emphasis is in any given 
case employed, it is always tangibly a part of the whole mel- 
ody ; in other words it is a part of that which expresses the 
logical relations of the parts, or in rhetorical phraseology 
the coherence of the sentence. And as a whole, a sentence as 
a thing heard and addressing itself through the senses to the 
rational mind is a tune which sounds complete ; that is to say, 
it is one as a process realized through the physical manifesta- 
tions of its coherence and its emphasis. 

The accepted formula will not quite work. It is an im- 
perfectly fitting master-key ; sometimes it turns a lock easily ; 
in the next lock it must be humored a little ; in another lock 
it scrapes and grates; and in another it refuses to budge. 
**Very well," it is natural to say, ** after all, why not! 
These terms were not proposed as philosophic verities, but as 
convenient rough practical classifications. Professor Wen- 
dell found a bewildering confusion of empirical directions for 
the ordering of material in written compositions, and reduced 
the chaos to manageable simplicity. The formulas may not 
provide examples of clean logical division, they may occa- 
sionally be contradictory or inapplicable, but on the whole 
they work. Young people do not take their rhetoric so seri- 
ously as to be much hurt by the categories of the books. Why 
not let well alone!" 

The whole course of the present discussion leaves the prac- 
tical convenience of the three terms where it was. Nothing 
that is here said gives any grounds for abandoning them; 
coherence and emphasis remain definite and useful conceptions 
whether they are thought of as manifestations of unity or 
as principles co-ordinate with it. Emphasis, moreover, is 
a real and significant thing, whatever it is ; and difficult cases 
are made not less but more manageable by an accurate defini- 
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tion of it. The fundamental immediate aims of this paper 
are to do something toward breaking up superficial views 
upon all aspects of the structure of written composition, and 
especially to aid in establishing the organic conception of 
unity for the mechanical conception of it ; to cause unity to be 
thought of as a force and not as a fact, as an energy and not 
as a mere absence of transgression. Thus only can the mind 
be led to a recognition of the higher aspects of unity. Im- 
portant among these, important even in elementary practice 
as well as in the development of the power of appreciation, 
is harmony of tone. A crude lack of sensibility to inappro- 
priateness of diction is one of the most frequent faults of 
young writers, and one of the most difficult to combat. The 
most lucid and the most cogent method of dealing with this 
matter is by a thorough explication of the idea of construc- 
tive unity, which will also lay a solid basis for the recognition 
of the high achievement of those writers who have succeeded 
in developing a higher unity from incongruity itself. Now, 
there is no place for this aspect of writing as a phase of struc- 
ture under any of the three heads. There is no place for 
that imaginative power which is most manifest and most tri- 
umphant in reducing opposites to harmony, for the ''electric 
power of combination" which finds in distant places and 
strange associations and apparent contradictions the support 
for the highest unity, the unity of conquest. Surely, though 
such matters may have little place in direct teaching, they 
should not be out of the range of our general views of style. 
The conception that a great plot, or a great character, or a 
great metaphor is made one by a conquering force and not 
simply that it is one as a fact is worth having for its own 
sake, and it does not fit into the scheme of the three terms. 
The idea of unity and variety as exhibited in formal beauty, 
the beauty of rhythm, the beauty of varied recurrences of 
any type is out of the range of the ordinary definitions. Yet 
the theory of prose cannot leave out this aspect of unity in 
small structures or in large ; — in a well balanced play, or a 
finely turned argument, or a well built period, or a graceful 
phrase. It is, moreover, a barren theory which excludes 
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them from its fundamental principles, and only considers them 
as superficial ornament. Such a theory must either reject 
beauty as illegitimate, or overvalue mere external adornment. 

In all this there is nothing mystical. Bather the contrary. 
What has been said urges that rhetorical terminology should 
conform to the usage of ordinary language. In common usage, 
unity includes severalty, singleness of aim, system, continuity 
of substance, consistency of temper, definiteness of outline, 
harmony of impression. 

Technical terms derive their justification from their pre- 
cision and adequacy ; and a technical term which falls below 
common consciousness in precision and adequacy can only 
increase difSculties, not solve them. The current application 
of the accepted principles of structure is too crude, too re- 
mote from reality, too superficially simple. A theory is 
needed which, without losing breadth and simplicity in its 
main ideas, shall be more inclusive in its scope, and more deli- 
cately adaptable to the complex phenomena of style in detail. 
In this paper the attempt has been made to indicate some of 
the main lines which such a theory must follow. The author 
hopes that later he may carry on the application of these 
conceptions to a consistent practical system. 
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BEOWULF AND THE NIEBELUNGEN COUPLET » 
William Ellert Leonard 



Tinker's dissertation, The Translations of Beowulf (Yale 
Studies in English, XVI, 1903) records six English transla- 
tions in prose, inclusive of Thorpe's line for line parallel 
printing, and five in verse. Of the verse translations two 
are in rhyme. Wackerbarth's (1849), though readable in 
it«elf, is in the pseudo-ballad verse of Scott's Marmion, essen- 
tially a metrical sophistication in the eighteenth century 
tradition, and in its musical superficiality as unsuited to the 
rugged manner of Beowulf in one direction as its surprising 
adoption by Conington, however skilful, proved it unsuited 
to the charm, pathos, and intellectual depth of the Aeneid in 
another direction. Lumsden's' in seven-accent couplets, 
iambic in movement, with caesura frequently varying to either 
end of the movement, is the measure of Chapman's Iliad, and 
forceful though it be in retelling the (Germanic folk-epic, it 
has all the metrical associations of the Elizabethan Benaissanoe 
— as well as all the unBeowulfian qualities of ''ballad verse."' 
Three* are in ''imitative verse," which, if my ear as a verse- 
writer does not deceive me, are not verse, and which, if my 
judgment as a scholar has not gone all astray, are not imita- 
tive cither (see Section VI) — ^a criticism that must apply, if 
correct in principle, to the otherwise fine work and workman- 
ship of the subsequent version of Gummere.* To complete the 



>The foUowliiff metrical study forms th« A|»pendlx to a new version of 
Beowulf, to be published shortly. 
*1881, 2nd Ed. 1888. 

* So Tinker ; and Qummere, The Translation of Beowulf, AJF, vn, 1888. 
«Oamett'8, J. L. Hall's, and Morris*. 

• The Oldeet SnglUh Bpio. 1909. 
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list we must add three prose translations since 1903: C. 0. 
Child's (1904), Wentworth Huyshe's (1908), E. J. B. Kert- 
lan's (1913). There exist, then, eight prose and six ** verse" 
translations, a notable tribute to the scholarly and poetic chal- 
lenge of the old tale, notably paralleled by the many versions 
(as listed by Tinker) in German. 

It is not my purpose to examine here any of these fourteen 
versions. We note that the earlier prosemen were using 
translation to explain exact philological conclusions: that is, 
translation was designedly commentary, albeit occasionally, 
as in the version of Kemble, the first English scholar and 
translator, the very literalness has an indisputable literair 
effect, not unlike that of the semi-Hebraisms in the Author- 
ized Version of the Bible. Later prosemen, though nearly 
all technical Beowulf scholars, have striven for literary form 
and imaginative spirit in the interests of a non-technical 
reading public. But that a prose-translation may still be 
valuable as commentary is proven by the frequent and re- 
spectful citations from Clark Hall's version (1901) in the 
highly technical notes to the latest and best Anglo-Saxon 
edition of Beowulf.* Presumably, the only verse translation 
that has scholarly value as commentary is Gummere's — ^I am 
speaking of course of the translation itself, not of Gummere's 
keen and luminous notes. 

However, with all the distinguished effort indicated above, 
the student and lover of the original still always experiences, 
I think, a peculiar discontent, — a discontent differing in 
principle not only from irritation at blunders in meaning, 
but from the chafed resignation which admits that transla- 
tion as such must be mere translation, at best a makeshift, 
unable to communicate to others the things most precious to 
student and lover of the original. I mean it is discontent 
not with a necessary makeshift, but with a poor, an unneces- 
sary makeshift: one feels that the right makeshift has not 
been found, but can be. One feels, for example, that the 
stiffness of phrase, the uncleamess in narrative movement, 
the falsification of atmosphere, the jerkiness, the blurring of 



• By Chambers, 1914. 



Digitized by VjOOQIC 



BBOWXJI.F AND THB NIBBBLUKaSN COUPLBT 101 

outlines in imaginative details, the stridency or high-pitch 
or superficiality of the tune as tune, — one or more of which de- 
viations in one degree or another balk the reader of any Bech 
wvlf translation, — are not inherent to the exchange of New 
English for Old. Moreover, one feels that ''an exact equiva- 
lent" would be no equivalent — for times change. The nearest to 
an exact equivalent would be that translation which made 
the modem reader sit up, all ear ; made him take in the tale, 
somewhat as the old listener sat up and took it in. This is 
the only literary meaning of equivalence. 

Some such discontent it was that seems to have impelled 
my own metrical experiment, when I seated myself to read 
once more 

hu tha aetbelingas eUen fremedon, — 

as it happened, just after reading that other Gkrmanic tale 

von heleden lobebaeren, von grosser arebeit, 

and found the Anglo-Saxon becoming the couplets of the 
Niehelungenlied. 

That the translation should have shaped itself as verse 
and not as prose was inevitable, if the impulse was what 
moved the imagination rather than what interested the under- 
standing. The translator's function, as imaginative self- 
identification and dramatic re-creation — briefly indicated in 
the preface to my translation of Lucretius — ^implies prose for 
prose, verse for verse, and some not pedantic, but organic 
equivalence of specific form (as blank verse for hexameter in 
the case of Lucretius) — form, which is more and more spirit 
as we pass from speech as communicating knowledge to 
speech as communicating ideas, actions, moods, and power. 
As to Beoumlf, the excitement, suspense, advance, differentia- 
tion of motifs, demarcation of the culminating moment of one 
movement or mood, the demarcation of the beginning of 
another, with all the divers modes for emphasizing character 
or situation, the grimness of understatement and of other 
types of irony or foreboding, the sonorous vigor and cumula- 
tive effect of phrasal groups, the imaginative differentiation or 
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climax in the paralleliamB and repetitions, the rendering of 
the kennings in speech-surroundings sufficiently exalted and 
remote to transcend an effect of strain or grotesqueness, the 
tunes and above all the tune — ^how, for example, are these 
to be achieved in prose t The story, yes — ^but this is not 
''the whole story." 



II 

However, though the extant prose renderings of Beoumlf, 
the later as well as the earlier, remain, in nature if not in 
design, commentary rather than translation, still such is the 
disputed state of text and interpretation, still such is the 
implication of technical scholarship with imaginative pleasure, 
that only such medium will satisfy as verse which satisfies 
also as an exact record of specific opinion. Can the Niebe- 
lungen verse be adapted to the demands of philology t It 
seems to me it can. 

Take the lines 154-4 (in Chambers), on Qrendel's diabolic 
inveteracy : 

8il>be ne wolde 
with manna hwone maegenes Deniga 

feorh4>ealu feorran, fea thinglan. 

Chambers in his notes records as alternatives: 1) ''he wished 
not for peace or to remove the life-bale''; 2) "he would not 
out of compassion to any man remove the life-bale"; (fea 
thingian he leaves untranslated). Gummere renders: 

[He] refused consent 
to deal with any of Daneland's earls, 
make pact of peace or compound for gold. 

Clark Hall renders : 

[He] would not peaceably avert life's havoc from any man of 
Danish stock nor sUy for tribute. 

The problem centres in sibbe. Is it to be taken as an 
accusative object of wolde (so Gummere, apparently), and 
parallel to the infinitive clause feorh-bealu feorran (Cham- 
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ben 1), or as an instnimental (Clark Hall, Chambers 2) ; 
and, if instrumental, is with manna hwone to be construed 
with it (Chambers 2) or with the verb feorran (Clark Hall) t 
Is sibbe parallel to fea, in parallel infinitive clauses and does, 
then, mth manna htuone^ etc., belong in effect to both in- 
finitives, feorran, iJiingianf Philologus would have it litera- 
tim: ' ' Over against any man at all of the might of the Danes, 
he would not remove the life-bale by [terms of] peace, 
[would not] accept a settlement by money-payment." In 
the verse: 

Would not, by a peace-pact set the Danesmen free; 

Would not with the aethelings e'er compound for fee. 

The point is not that the solution is correct, but that, 
whether correct or not, the verse-medium is suffiLciently 
plastic to permit a record of that solution. So with all the 
many passages about which scholarship has contended; and 
if sometime my classroom notes on a number of passages 
should be published, they would be anticipated in their con- 
clusions by the renderings of the translation. 

Two further illustrations from neighboring passages. The 
famous crux (168-9) : 

no he thone gif-stol gretan moBte» 

maththum for Metode ne his myne wlsse. 

Clark Hall renders : 

He [Grendel] might not, however, mount to the throne— a 
precious possession in the Creator's sight— iior did he know His 
[God's] purpose. 

Oummere renders: 

And ne'er could the prince [Hrothgar] approach his throne, 
— 'twas Judgment of God— or have Joy in his [H's] haU. 

These among many others, some of which, moreover, make 
"throne" refer to ''the great white throne of Gtod." The 
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present version incorporates the conclusions of a long MS 
note thus : 

Yet not his [Grendel] the power— God forbade him then— 

E'er to greet the gift-stool, e'er to come anear 

Throne itself of Hrothgar, nor partake its cheer, 

i. e., the cheer of the throne, like a good retainer who comes 
np and receives gifts from the king, the breaker-of -rings. 

The lines that sing the buoyant voyage of the young 
Viking's relief -ship (217-223) : 

gewat tha ofer waeg-holm winde gefysed 

flota fami-heals fugle gelicost, 

oth thaet ymb an-tid othres dogores 

wunden-stefna gewaden haefde, 

thaet tha lithende land gesawon, 

brim-clifu blican, beorgas steape, 

side sae-naessas. 

The crux is in an-tid (219), for which see Chambers' note. 
1 prefer the old interpretation of Grein, hora prima, i. e., 
the dawn, on a number of counts, not the least being the 
imaginative appropriateness it adds to brim-clifu bUcan, 'Hhe 
glow on the cliffs" — for imaginative appropriateness is a 
criterion that scientific philology, dealing with a work of the 
imagination, sometimes finds useful. The translation records 
the preference ("well-braced" translates the bundenne of 
the preceding line) : 

The well-braced floater flew, 
The foamy-necked, the bird-like, before the winds that blew, 

Over the waves of the waters — till after the risen sun 

Of the next day the curved prow her coarse so well had run. 

That these faring-men the land saw, the clifTs aglow o'er the 

deep. 
Broad sea-promontories, high hiUs steep. 

In general, the objection to verse as a sure stumbling block 
to scholarly accuracy, even when the trandator has the 
knowledge and the will to be accurate, is largely a tradition 
from the older classical scholarship that amused itself, now 
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and then, with a look at the front-parlor translations of its 
favorite texts made by the mob of gentlemen who wrote with 
ease in the eighteenth century. ''It is a pretty poem, Mr. 
Pope; but you mustn't call it Homer/' said Bentley. I have 
elsewhere contended for the very opposite view: that, at 
least as between blank verse and prose as the medium for 
rendering the exact meanings (aside from poetic quality) 
of the Roman poet-philosopher, the advantage may be with 
blank verse. In particular, it depends upon the verse-medium 
in its adaptation to the original. Spenserian stanzas would 
be a pretty sure stumbling block in translating Beowulf with 
scholarly accuracy, quite apart from a worse falsification of 
poetic tone than remarked of the mediums used by Wacker- 
barth and Lumsden. But the Spenserian stanzas of Worsley 
became both an accurate and a beautiful version of the 
Odyssey. The Niebelungen couplet would botch the meaning 
(as well as all else) of Lucretius' hexameters or of Calderon's 
rhymed theatre. But it seems precisely the medium for 
Beowulf. And its availability for scholarly accuracy is, I 
think, amply supported, indeed explained, by its peculiar 
appropriateness as an art-form. 



Ill 

The claims are made for the Niebelungen couplet, not for 
the Niebelungen stanza. This delimitation is contracted for 
by the Anglo-Saxon original. Four line passages of a strophic 
character may be detached here and there from the continuum 
of poetic speech, as the coast-guard's reply to Beowulf, just 
disembarked on the strand (286-289) : 

Weard mathelode, thaer on wicge saet, 

ombeht unforht: "Aeghwaethrea sceal 

scearp scyld-wiga gescad witan, 
worda end worca, se the wel thenceth."* 

The watchman, doughty senritor, from his steed replied: 

"Behooveth the keen shieldman, he who thinketh weU, 

Twixt words and works the tokens cunningly to telL" 
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Or the coast-guard's leave-taking after guiding Beowulf and 
his band inland to Heorot (316-319) : 

"Mael is me to feran; Faeder al-walda 

mid ar-stafum eowic gehealde 

sitha gesunde! Ic to sae wills 

with wrath werod wearde healdan." 

'Time for me to fare t)ack; in his mercj may 

The Almighty Father keep ye safe alway 

On your voyage and venture. I will to the coast. 

There to hold my sea-watch 'gainst a hostile host*' 

These remind one at once of one or another of the many 
short (strophe) speeches in the Niebilungen, which is in such 
general contrast with Beowulf as to dialogue, particularly 
brief dialogue : 

Des antwurte Sivrit, der Sigemundes sun, 
"Gistu mir dine sweeter, so wil ich es tuon, 

die schoenen Kriemhilde ein kueneginne her: 

so ger ich keines lones nach minep arebeiten mer." (333) 

Thereon answered Siegfried, the son of Sigmund he: 

"Give to me thy sister, and this I'll do for thee. 

The high-bom Kriemhilde, a princess fair-beseen, — 

So crave I meed none other for any toil of mine or teen." 

But whatever the practice in Old Norse Fomyrthislag or in 
prehistoric Anglo-Saxon lay, and whatever old Gtermanic 
tradition may have been preserved (as I think it was pre- 
served) in the Niebelungen strophe, the Beowulf, as we have 
it, is clearly of another tradition, presumably West Germanic 
and later. If Moeller's reconstruction "in der ursprueng- 
lichen strophischen Porm"^, with its excisions and rearrange- 
ments, is anything more than a very clever exercise, then, once 
upon a time some craftsman with another technique (itself a 
growth and an inheritance) deliberately set to work to destroy 
the strophic form of primitive tradition, with that fine artistry 
which consistently introduces new moments of the narrative 



^ Dob altenglUehe Volkaepo9, 188S. 
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(while keeping preceding moments of the alliteration) with the 
second kalf-UneJ'*' Thus the Niebelungen strophe would be a 
falsification of form in a translation of BeounUf. But though 
something might be said for it in this respect, with Hoff- 
mann's modem German version to buttress the argument, it 
would involve besides a serious falsification of substance (by 
omission or padding), in our uninflected English at least, 
through the translator's effort to compress or round out each 
four (English) lines into something like a unit. It would 
go well enough perhaps with the second specimen of the 
Anglo-Saxon quoted above. But with the first specimen the 
four AS lines (a unit) became three, with nothing in the 
context to yield the translator matter for an organic fourth. 
Abandoning the strophe, we abandon, likewise, the lengthened 
last half of the last line which marked the stropbe.^^ 

The Niebelungen couplet enlists the associations of Ger- 
manic folk-epic, even though specifically an epic of a later 
KuUur. This is an advantage, to begin with, great out of all 
proportion to any necessity of dwelling on it. 

It is a rhymed couplet; and rhyme is not only old Ger- 
manic (AS and ON as well as OHG, MHG), but in any 
forthright narrative of elemental actions and moods, in any 
forthright report of elemental scenes and speeches, has an 
initial advantage over unrhymed verse for the English ear, 
trained as it is from childhood to associate verse-story with 
rhyme-story in all story that is folk-lore. This is, likewise, 
at once evident. And the bondage of ''end-rhyme" is liberty 
and joy compared to the bondage of ''initial rhyme," in rigid 
reproduction of the Anglo-Saxon formula. At once evident, 
too, is the advantage of the Niebelungen couplet as a run- 
over couplet on occasion, permitting the verse movement to 
record, unimpeded, the movement of action, mood, etc. The 
reasons for abandoning the strophe are reasons for adopting 



*a Of course, in InaUnoes where the break la ellffht this may so back to 
a device of strophe composition, a 8-6 or a 6-S division of 8 half -lines. 
Cf Kaluza. Bngl Metrik, 1909. Section 14. 

n> FYof essor Klaeber in a letter suffgests the use of this type of line as 
an effective conclusion to the separate "Fyttes" ; it miffht also be available 
for reproducinff "expanded lines." But I have not had the opportunity 
to try it out as yet 
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the couplet. On the other hand, the occasional interior 
rhyme (of course, dissyllabic with secondary stress), as in 
the first couplet (and second) of the ancient song, 

Una ist in alten maeren wunders vil geseit 

von heleden lobebaeren yon grosser arebeit, 

make a perfectly idiomatic variation on occasion in the Eng- 
lish, as likewise in the first couplet, 

What ho! We've heard the glory of Spear-Danes, clansmen 

Kings, 
Their deeds of olden story, how fought the aethelings! 

And here may be the place for a note that my end-rhymes 
are more usually monosyllabic than in the Niebelungen. Bat 
such rhymes as Hagene and tragene (a trisyllabic rhyme 
occupying the last two accents of the half line) and klagen 
and 8<igen (practically short-syllable dissyllabic rhyme 
mthout secondary stress), occur occasionally, yet without 
observation of the Niebelungen rule of the short syllable and 
the so-called ''resolution." I should note, also, that I have 
found the introduction of triplets, alternate end-rhymes, or 
other irregular groupings, sometimes an effective variation. 
Evident, again, is the advantage to the translator of that 
half -line structure in the old Gtermanic tradition of Beowulf 
itself, which invites us, in keeping with that tradition, to 
make a new start, now and then, with the second half-line. 
But its advantages in respect to the less obvious, but more 
important, matter of phrasal equivalence can perhaps best 
be presented by typical examples. 

a) The English long-line corresponds to an Anglo-Saxon long- 
line, half for half, as (264) 

gebad wintra worn aer he on weg hwurfe. 

He tarried many winters before he fared away. 

(It may correspond, likewise, in inverted order, second half for 
first.) 

b) The English long-line corresponds to the second half of one 
and the first half of the next, as (48) 

leton holm beran, 
geafon on gar-secg. 
Let the billows bear him, gave him to the deep. 
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e) The English corresponds to the first half of one line and the 
second half of the f^eceding, as (222) 

beorgas steape, 
side sae-naessas. 
Broad sea-promontories, high hills steep. 

d) The English corresponds to the first halves of two succeeding 
AS lines, in uninverted or (as here, 148) in inverted order. 

wine Scyldinga, [weana gehwelcne,] 

sidra sorga 

[woes with never end,] 
Sorrows unbounded, he the Scyldlngs' friend. 

(It may correspond, likewise, to the second halves of two suc- 
ceeding AS lines, in uninverted or inverted order.) 

e) The English corresponds in its first half to a complete long- 
line in the AnglonSaxon, and in its second half to the first half of 
the next Anglo-Saxon line, as (221) 

thaet tha lithende, land gesawon, 

brim-clifu bllcan. 
That these faring men the land saw, the cliffs aglow 

o'er the deep. 

f ) The English corresponds in its first half to the second half of 
one and the first half of the next, and in its second half to the last 
half of the next, as (389) 

Tha with duru healle 

Wulfgar code, word inne ahead. 

Then went to doorway Wulfgar; and spake he from 

within. 
Other combinations of the three parts (the one and a half Anglo- 
Saxon line) into the two parts of one English line, with the (Ger- 
manic middle pause, are practicable and in fact occur, though the 
shorter second half of the Niehelungen verse is scarcely adi^^ted to 
render an Anglo^axon long-line in the (hypothetical) comibina- 
tions, AS half-line (or long-line) for the first half, and AS long- 
line for the second. 

Such two halves for three constitute the inevitable solution 
of the problem of quantitative difference in speech-material 
between the relatively synthetic Anglo-Saxon with syllabic 
inflection, and the analytic English idiom. To translate 
rigidly half-line for half -line into the Niebelungen verse (how- 
ever normal that equivalence is at times — see a and cf. b 
and c) would involve a very un-Gkrmanic diffuseness, — ^just 
as to translate half-line for half -line into English alliterative 
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''imitative verse'' produces an impression of trivial hurry 
and bustle, of staccato thinness (among other impressions!), 
which is both un-English and un-Gtermanic — at least for 
heroic themes. The result of two halves for three is, of 
course, a gradual development of a numerical breach between 
the Anglo-Saxon and the translation. Line 100 of the AS 
is line 88 of my English; line 200 is line 167. 

The equivalence of half-line structure does not always 
work out in such exact phrasal equivalence. Many English 
half -lines are built up by taking here a little, there a little — 
sometimes bits from two AS half lines, whilst the remainder 
of the AS half-line furnishes matter for an adjacent English 
half -line. But the half -line effect is preserved and the corre- 
spondences are fairly close. 

The half-line manipulations which this good old couplet 
thus makes possible are of particular practical service in 
adapting to an English style the frequent parallelisms, con- 
trasting or additive, of clause or kenning. These frequently 
need to be rearranged to avoid awkwardness, undeamess, or 
burlesque; but, integral to the very life of Anglo-Saxon 
poetry as they are, it would blur and impoverish to para- 
phrase or eliminate them. Take, as one illustration for many, 
Beowulf in his courtliest vein piling up appellatives (kenn- 
ings) to win the royal ear of King Hrothgar, and incidentally 
putting in a good word, by repetition, for his own followers 
(426 ff.) : 

lo the nu tha, 
brego BeorhM)ena, biddan wille, 

aodor Scyldinga, anr« bene* 

thaet thu me ne forwyme, wigendra hleo, 

freo-wine folca, nu Ic thus feorran com, 

tbaet ic mote ana end minra eorla gedryht, 

thes hearda hei^» Heorot (aelsian. 

8o now» O prince of Briglit^Danes, thou Shelter of the 

great, 

Of thee one boon I'm begging: O Scyldings' Bulwark-bar, 

Deny not, noble Folk-friend, now I have oome so far. 

That I alone with mine here, who stiU would share my 

lot. 

This throng of hardy thanesmen, may purge thee Heorot 
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The half -line stmetiire is only rarely an embarrassment. 
Certain recurring formulae (in the AS) should recur, and 
should recur in the same English verse-structure; but they 
do not always recur in equally adaptable context. Again, 
matkelode recurs 19 times (Cook's Concordance), each time 
in the first half-line. Here the difficulty is simply in filling 
out the half -line; for the speech introduced by matkelode 
should not begin except with the beginning of the second 
half. Take line 499, where Unferth begins his taunt of 
Beowulf, at the feast of welcome : 

Unferth mathelode, Ecglafes beam, 
the aet fotum saet, frean Scyldinga, 
Onband beadu-nme 

** Spake" is the traditional rendering. I have adopted an 
apparently illegitimate formula **made a speech then," — 
yet, as it not only fills the half-line, but besides brings out 
narrative sequence (a very important stroke in making 
Beowulf intelligible in English), and emphasizes the idea of 
formal address, it is not mere prettifying or padding, I think : 

Unferth made a speech then, at Hrothgar's feet who sate, — 

Let loose, that bairn of Bcglaf, his aecret grudge of hate. 

This couplet illustrates, also, the rearrangement of half -lines 
and parallelisms, and witnesses to the fact of occasional 
variation of stock expressions, frean Scyldinga becoming 
**Hrothgar," just as Hrotkgar has presumably become in 
some line, ''the Scyldings' friend." 

So much for the advantages of the half-line in the Niebe- 
lungen verse because it is verily a half-line. But a word, to 
end this section, on its advantages because it is not a half- 
line — sometimes. One occasionally meets in Beowulf with a 
long-line like 43, 

Nalaes hi hine laessan lacmn teodan, 

where the division breaks both sense and syntax. I have no 
doubt the division was intended to be kept metrically, how- 
ever, as, too, in the Edda (e. g., Thrymskvitka, stanza 15), 
hall hann H mikla men Brisinga. 
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It has one or another emotional effect — ^precisely like that con- 
flict between logical stress and verse stress often intended by 
modem English poets and as often disregarded by modem 
English readers to the destruction of mood and music, as in 

Chorus hymeneal. 

Or trimnphal chant. 

Matched with thine, would he all 

But an empty vaunt. 

If it were not in the Niebelungen verse, I should not hesitate 
to use it in my adaptation of the Niebelungen verse, as being 
a device of the AS original, — 

no need for thee to care 
Farther then about my body's food and fare, 

translating 450-1, in Beowulf's testamentary address to 
Hrothgar before going to watch for Grendel. But, fortunate- 
ly for my translation, if it should ever go for review to a 
rigor-and-vigor man, one can find the device, by looking 
long enough, in the Niebelungerdied too, as (stanza 380) 

Si fuorten riche spise, dar zuo guoten win, 

den beaten den man kunde flnden um]>en Rin. 

They fetched the richest dishes, and thereto goodly wine. 

The best that one could ever find along the Rhine. 

I use it simply as an occasional variation, without pedantic 
pains to use it just when and where the Beowvlfscop did. 

Moreover, this conflict between verse structure and gram- 
matical structure at the end of the first half-line tends to 
give the last syllable before the pause a certain emphasis of 
quantity and pitch and these give (as is normal in English 
speech) the effect of accentual emphasis. This is one way of 
reminding the English ear that this final syllable is always 
to be read with the secondary stress of the MHO. A more 
usual, device is to intersperse such verse endings for the first 
half as carry secondary (or level) stress in ordinary (prose) 
speech. Compare in the passage below the effect of hordes 
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doom (level stress) and war-luUl, hide then, fen-lair (all 
secondary stress), in persuading the ear to hear at the end 
of the first half often, body, stalker with secondary stress — 
a persuasion reinforced by gore, if and about my (altered 
quantity and pitch) . It is the passage from which I quoted 
just above. 

The one whom death shaU hale, 
Let him believe the Lord's doom. He will, if he prevail. 

He thinketh, in that war-haU eat unfearingly 

The Geat-folk, as so often the Danishmen did he. 

No need for thee to hide then this head of mine or veU; 

He'll have me, sprent wkh gore, if 'tis I whom death 

shall hale; - 
He'll bear mj bloody body, he'll think to taste his prey, 

He'U eat — this lonely stalker — unmoumfuUy away; 

He'U track with me his fen-lair: no need for thee to care 

Farther then about my body's food and fare. 

For that matter, the Niebelungen poet sometimes did like- 
wise, as (stanza 898) 

Si sprach, "du bist min mac, so bin ich der din", 

just as for such variation as 

Tet can God that scather mad turn from his deed 

he furnished ample precedent in such lines as (stanza 884) 
Liudegast und Liudeger die habent mir widerseit, 

and (902) 

und sich dar inne badete der kuene recke guot, 

where the secondary stress, following an unstressed syllable, 
occupies the place of the brief half -line pause and thus de- 
stroys the two-part make-up of the line. At least that is, 
in brief, my theory, — ^with due apologies to the contrary- 
minded. 
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IV 

Prom the lines already quoted it will be observed that no 
attempt has been made to reproduce the alliterative formula 
of the Anglo-Saxon, though it occasionally appears exactly: 

The /ienchman and the Aerald of J7rothgar, lo, am L 

Oftener, however, as in 

And weU he kenned the ooast-marks tcise in sailor-craft, 

it is accompanied by a secondary alliteration (here on the 
k sound). The general procedure is between the consistent 
triple (dual) alliteration of the Anglo-Saxon and the 
sporadic (relatively) lawless alliteration of the Niebelungen- 
lied. That is, my line is characteristically (but by no means 
always) alliterative, and alliterative in freely vaiying com- 
binations that tend, however, to group themselves into types. 

a) The four strongest stresses alliterate throughout the line, as 
On the breast of the bark the heroes bore their bright 

array. 
i>) The four strongest stresses alliterate alternately (as in the 
AS first line of Beowulf) thus. 

The /oamy-necked, the bird-Uke be/ore the winds that 

blew. 

c) The four strongest stresses alliterate in criss-cross fa8hi<Mi 
(chiasmus), as 

The stovLt one under ftelmet, till at the Tiearth he stood, 

d) One word (in any one of three possible stresses) in the first 
half alliterates with one word (in any one of three possible 
stresses) in the second, as 

[mightily did shake] 

With his hands his apear-shaft and in parley tpake 

or, 

Anchored well their sea-wood, whilst their annor 

clanked; 
or (with secondary alliteration, here on th). 

Thither in thanks my royal g\ttB, that he in (n^p-of-hand... 

There are, of course, other possible long-line combinations, such 
as (e) two (or three) in the first alliterating with one in the 
second, e. g.. 
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Ai^ainst the ^reed of GrendeL This goodly youth unto.... 

or (f) one in the firat alliterating with two (or three) in the see- 
ond, e. g.. 

Under roof of JJeorot The ftero strode aAead 

All Berre the function of the Anglo^axon alliteration, that of 
binding the two half-lines together. 

g) But each half-line may alliterate within itself (upon Tarying 
feet), as 

Bounded over the billows. Flood was asurge with /oam. . . . 

h) The first half may hare alliteration (upon varying feet), the 
second not, as 

Had a town and treasures. All his vaunt 'gainst thee 

i) The second half may have It, the first not, as 
Did the son of Beanstan /ulfil /^thfully. 

Just as the long-line types serve, as in the AS, to remind us that 
the two halves are metrically a unit, these half-line types serve to 
remind us that this unit is actually made up of two halves — a fact 
of which one needs more often a reminder in the English than In 
the AS, owing (primarily) to end rhyme. 

j) There is sporadic run-over alliteration, as q^oradlcally in the 
original. Compare either of the two strophic passages {Weard 
mathelode, etc., or Mael is me to feran, etc.) above with such a 
passage as this (from BeowulTs first address to Hrothgar). (I 
mark only those alliterations concerned in the run-over.) 

Hail and health, O Hrothgar! Of Hygelac^s kin and kith 

Am I, who've (rained in young days (rlories not a /ew. 

Afar this thing of Grendel on my home-turf I knew. 

Sea-farers say it standeth, this excelling hall. 

Idle and empty tmto each and all. 

When under heavens' /ioUows the evening light is Aid 

Or mark oft such a couplet as this, where (as notably in the above 
AS "strophes") a non-alliterating word in one line furnishes the 
letter for the alliterating words of the next: 

Bade make ready for him a rider-of-the-«ea; 

Quoth, he'd «eek this war-king o'er the «wan-road, he! 

I was certamly surprised at the discovery of these devices — 
having been conscious in the writing only now and then that 
I was using alliteration at all. Nor should I be distressed if 
the reader failed to discover them. But I should want him 
to fed the effect, somewhat — ^may I say itt — as those (^rmanic 
clansmen when 

scop hwilum sang 
hador on Heorote. 
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A few words on the more strictly metrical availability of 
the Niebelungen verse. 

I take it, the Niebelungen gets its characteristic movement 
from the two movements of lines like these : 

a) Do sprach diu kueneglnne, "nu brine mlr min gewant" 

b) "^ein, durch mine liebe", sprach diu kuenegin. (520) 

They are represented in the English by such lines as : 

a) Of all mankind the strongest in might and main was he. 

b) Made, through nights eternal, misty moors his home. 

Of course even between the corresponding MHO and English 
lines of these pairs there are subtle but easily distinguishable 
differences of movement, depending upon delicate differences 
in distribution of the more important stresses, in lightness 
or heaviness of the arsis, in correspondence or non-corre- 
spondence of word or word-group with metrical foot. Such 
differences, like differences in vowel-values (particularly 
pitch), like differences in the intrinsic relations betwe^i 
musical sound (vowel) and noise (consonant), or in the 
various modulations superimposed by logic or emotion, are 
the differences which render every line that is really aUve 
different from every other. But with these differences I am 
not concerned in this discussion. 

These two types, with or without the simple modifications 
resulting from combinations of the two halves of each, so 
dominate my translation as to give to the whole a somewhat 
different metrical character than that of its mediaeval model 
in versification. (From the brief specimen in Tinker, I 
judge the same difference holds for Hoffmann's Gterman 
version.) There is, in other words, much less of the old 
Gtermanic freedom in relation between position of stress and 
adjacent stresses, particularly (not solely) in relation between 
stress and the use or the omission of unstressed speech be- 
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tween stresses. Theoretically, any of the cadences might occur 
and many do occur in my translation. The difference is 
not in their occurrence but in the infrequency of their 
occurrence. Some of them appear in the passages quoted 
above, as "high hills steep,'' *' sorrows unbounded" (two 
stresses on sorrows, primary and secondary), ''idle and 
empty" (two stresses on idle, primary and secondary). 
Others may be remarked in such random passages as follow. 
Of the open season foi^ joy in new-built Heorot : 

He spake who knew full fftir 

To teU mankind's beginning, how God Almighty wrought 

The earth, that shining lea-land which waters fold about; 

Quoth, how Gk>d set, triumphant, the sun and the moon 

As lights to lighten lands' folk; how he adomM soon 

With leaf and limb the fold all; and eke created birth 

For every kind that moveth on ocean, air, or earth. (90f(.) 

Of the burial-ship for Scyld : 

There In haven stood she, prow bedlght with rings, 

Icy and out-hound, barge of the Aethellng's. (32) 

Of Beowulf's presenting his credentials of prowess to 
Hrothgar: 

So my best of henchmen, my canny carls, they did 

Teach me. Sovran Hrothgar, that I should seek thee out. 

For that so well they wotted this strength of mine how 

stout. 
Themselves, had they seen me from sore straits come alive, 
Blood-flecked from foemen, where I'd bounden five. 
Killed the kin of ettlns, out upon the main 
By night had smote the nlcors, suffered stress and pain. 
Avenged their hate of Oeatmen (415 ft.) 

The cadence blood-flecked from foenten reappears in the 
second half of lines like these : 

Mlckle long the while was; twelve winters' tide. (146) 

Is my folk-on-floor. 
My warrior-throng of hall-men, almost no more. (476) 
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But the cadence high hills steep is metrically more idiomatic 
in the second half, when the line is already wdl under way. 
So too, for the same reason, of some of the modifications of 
normal prose stress. A secondary accent upon a normal^ 
unstressed syllable in order to mark time (as in sorrows 
unbounded) goes as well (i. e., is as metrically idiomatic) 
in the first as in the second half ; but a deliberate interchange 
of primary and secondary (as in almost no m^ore) or of pri- 
mary and non-stress (as in fulfU faithfully or in over the 
sea-surging, riiyming with king) goes better as a rule in the 
second. The law here is the law of the possible ratio of 
recurrence of all such departures from the English norm: 
there must be a decided rhythmical set; a rhythmical echo 
must merge with the variation to keep it from getting out of 
the rhythm altogether. That is my reason for quoting above 
such cadences with so much rhythmical context. It is a 
manifestation of the first law of all English versification : a 
line of verse has no independent existence. 

But why should the danger of such cadences getting out 
of the rhythm (and so ceasing to be such) prove greater in 
English than in the Niebelungenf Aside from the greater 
danger depending on an intrinsic difference between the 
tpeech-mjoierial of English and MHG, it depends upon the 
well-known (and closely associated) historical fact: that our 
metrical (and rhythmical) tradition, so largely (Germanic as 
I believe it is (from nursery rhyme to Shelley's lyric), has 
still been vitally modified by three other traditions,^^ssen- 
tially one, — ^the common non-Gtermanic tradition* of Old 
French, Mediaeval Latin, and Renaissance. Much more 
vitally than the Niehelungen verse, which in its turn, of 
course, owes something of its difference from earlier Ger- 
manic verse ultimately to mediaeval Latin (cf. Section VI) — 
something, not oZI because the changes in speech-material and 
the rhyme (itself in part a Germanic phenomenon) con- 
tributed to develop that difference. And every English verse- 
writer, no less than verse-reader, is under the compulsion of 



•Primarily to be identified by the dominance of the principle of 
alternation or (and) the principle of quantity. 
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the non-Qermanic tradition. On the other hand, English 
verse entirely in the non-Qermanic tradition is precisely that 
English verse which, as all through the eighteenth century, 
most loses in haunting charm and musical depth — ^not because 
non-Qermanic versification is inferior as such (though I think 
it is), but because English, as a Germanic speech, cannot for 
its most idiomatic rhythmical effects do without its (Germanic 
inheritance. (Some so-called Niebelungen verse in English 
is practically the French Alexandrine!) My translation, as 
a translation of a Germanic story, in a Germanic measure, 
is particularly under the spell of our Germanic tradition, 
but, as a translation into modem English, it must submit 
also to the persuasion of the other. It is metrically success- 
ful or unsuccessful chiefly as to the tact with which the two 
traditions combine and interpenetrate. 

There are, again, some cadences in the Niebelungen that are 
more developed and frequent in my English, such as in the 
second half of the line (stanza 406), even if we carefully 
read geben as two short syllables (''resolution" is a myth!) : 

Do sprach ein kameraere, ''ir suit uns geben dla swert" 

Examples in above cited passages are: 

Over the waves of the waters 

On the breast of the bcurk the heroes 

The cliffs a^low o'er the deep, 

flood was asurge with foam, 

(tending to the non-Germanic regularity). 

A group of cadences like these, as they succeed one another 
in the following passage, is a wide departure — ^but my widest 
— ^from the typical Niebelungen movement. It translates, 
however, a passage particularly characterized by rhetorical 
ingenuity and by a spiritual philosophy foreign alike to 
Beowulf and the Niebelungen (lines 178-188). 

Such was their devil-practice and hope of these heathen 

men; 
Twas HeU in their hearts they rememl>ered and CM was 

not in their ken; 
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The Doamsman of Deeds they wist not, wist not the Lord 

of LfOve, 
Nor worshipped the Wielder-of-Wonders, the Helm of the 

Heavens aiboye. 
Woe to the soul that perversely shall fling to the flery pit, 

Never to ween of comfort, never to change a whit; 

Weal to the soul that after the day of his death is come 

May seek out the Lord and crave there in arms of the 

Father a home. 

But its tendency toward dipodic scansion awakens Oermanic 
memories — ancestral reverberations long antedating the 
Niebelungen or Beowulf, and best heard today from the lips 
of unsophisticated children. 

The passage suggests mention of another diflference between 
my handling of the movement and the MHG. My variations 
tend to go in just such groups, and thus to demarcate fairly 
extended passages of different texture, where the imagination 
has transferred differences in idea, action, mood, setting to 
differences of rhythm, — more (or less) under the influence 
of the Beowvlf rhythm in the same passage. The abrupt- 
ness and haste of the coast-guard's leave-taking, quoted 
above, is given in a four-line group of **trochaics," any half- 
line of which is to be found in the Niebelungen, but never 
(I believe) in such a group of half -lines. The very next 
passage (the opening of V) introduces a new moment of the 
story; and the buoyant inarch of Beowulf and his warlike 
band to Heorot renders itself thus in a group of ** iambics" 
of ten lines, till the movement again shifts with the speech 
of the Dane, the wlonc haeleth of B 331, inquiring who they 
be. The opening passage begins in English : 

The street was laid with bright stones; the road led on 

the band. 
The battle4>ymies shinunered, the hard, the linked-by- 

hand; 
The iron rings, the gleaming, amid their armor sang, 

Whilst thither in dread wargear to hall they marched 
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No such ten line passage occurs in the Niebelungen, quite 
apart from the break made by the second half of every fourth 
line. 

On the other hand, the Niebelungen variations are far 
briefer — far more numerous, far more elusive and delicate, 
and echo and answer one another, flow into or away from one 
another, in little waves of sound that it would require the 
technical vocabulary of the musician to describe. And 
though the Anglo-Saxon original of Beowulf has, likewise, 
a complex metrical pattern, the effects are broader and more 
elemental, the structure and content of the whole more mas- 
sive, just as the psychology and the action itself is more simple 
and naive. Possibly the broader and more elen^ental and 
massive strokes — as described of my version — do better for 
Beowulf in English than would the subtler music of the 
Nxebelungenr-^^ven were it possible of attainment. 

About a hundred years ago, a young enthusiast in Northern 
Antiquities, falling upon Thorkelin's ediiio ptinceps (1815) 
with its (to us) so ridiculously incorrect Latin version, 
learned the whole poem by heart and was the first to discover 
what it was all about. His emendations have been incor- 
porated in the text or cited in the notes of all subsequent 
editors. But his heart was set upon another matter. With 
a corrected copy of Thorkelin's original transcripts before 
him — made by his friend Bask — ^he went to work upon a 
translaticm in his mother tongue. It was published in 1820, 
and the old man's second edition, forty-five years after, 
bears witness to the depth and persistence of his early 
enthusiasm. I have little knowledge of the personal life of 
the Dane, Nicolas Frederic Grundtvig, **praest"; but he 
seems more to me than merely a familiar name in a technical 
discipline. His personality speaks in his emendations and 
in his introduction, but chiefly— in his translation. The very 
freedom with which he lets his imaginative excitement over 
the old text, and lets his rich memories of old Qermanic lore, 
lead him — ^mislead him, if you please— into rugged and 
picturesque elaborations of situations and speeches is intoler- 
able to us wiser ones — ^who, to be sure, have not learned the 
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poem by heart — ^but eloquent of his own Germanic loves. If 
he has ''cheapened the story" (so Tinker), he has made it 
go, as no translator since. And this translation is in verse- 
rhymed verse, of varsring metres and stanzas. And the 
passage open before me (in the very rare 1820 editicm) is 
in the verse he used most, and it runs : 

Kong Hrodgar; sagde Helten, hllsael i dit Qemak! 

I Salen eg i Feldten Jeg tj^ier Higelak, 

Hans Fraende men Jeg yaere, og tjener 1 bans Gaard, 

Heel mangen Daad med Aere Jeg drer 1 Ungdoms-Aar. 

I Ootheland jeg hoerde, at Graendel dig bestreed* 

Og Skippere mig foerde om Sagen den Beskeed. 

(B. 407 ff.) 

Despite some obvious differences, these lines — from the first 
translation of Beowulf in any tongue — are in effect the 
couplets of the Niebelungenlied. I discovered this fact only 
after I had begun my own. If my translation errs, it errs 
in company venerable and distinguished. 



VI 

Herewith my account might properly conclude. Questions 
of style, except as related to the verse-medium, however vital 
in the translation, do not belong within the limits of this 
account of the translation. There must be adaptation of old 
ways of saying things to new; what, for instance, in Beoumlf 
are repetitions of the same object or idea would often seem 
in English to be enumerations of different objects or ideas, 
unless the repetition were emphasized by some difference in 
grouping, or by a *'this," "the same,** etc., or, in the case 
of infinitives, by repeating the main verb.* There must be 
adaptation of the new ways to old, by the occasional use of 
archaic words and forms, still not too archaic (as in Morris) 
nor too specifically associated with feudalism and Arthurian 
romance (as in Earle)- There must be good use of our Qer- 



* Examples of these devices appear among my previous citations. 
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manic word-stock. Out of 480 words which render approxi- 
mately the same passage in Oummere's, Clark Hall's, and the 
present version, I find that the non-Qermanic words (all 
L or OP excepting the Celtic dan) are respectively 61, 85, 
and 46. But numerical proportion as such is not enough. 
Compare the following ad hoc sentences. ''I trust you will 
be so good as to send to Hygelac my heart-felt acknowledge- 
ments of all his manifold kindnesses" is both Qermanio and 
Anglo-Saxon Qermanic, but the total effect of the words is 
un-Oermanic. Again, ''[The] stout chiefs, refusing peace- 
pact, tracked [to] haunted lake [the] cruel monster, [and] 
closed round [the] beast [in] fierce quarrel." This, though 
Latin, is in total effect of the words, Qermanic. The difference 
between the two effects is in the different connotations which 
the words both bring to each passage and acquire in each 
passage. Philology, as such, won't settle the matter. Words 
take on certain features, just as, according to some anthro- 
pologists, descendants of early settlers in America come to 
take on a suggestion of the Bed Indian — the so-called Amer- 
ican physiognomy. 

What I want still to emphasize, however, is one more point 
of metrics. If not well taken, fortunately it cannot subtract 
anything from the contentions for the Niebelungen verse thus 
far made; but, if well taken, it will add not a little. I 
have thus far contended exclusively that the Niebelungen 
verse is the verse for the Beowulf because it is so well adapted 
to the Beowulf. My final contention goes farther: it is 
adapted to the Beowulf because it is essentially the verse 
"of" the Beowulf. 

The scholarly acrimony of fifty years concentrates in this 
apparently innocent preposition. What does this ''of" 
meant For me it means, frankly, the belief in what Kaluza, 
with cheerful defiance, calls "die gute, alte, viel geschmaehte 
und oft todtgesagte, aber deshalb nur um so zaeher am leben 
festhaltende Lachmannsche vierhebungstheorie."^* I believe 



>• "The good-old-much-desplMd-and-often-prbnounced-dead-but-on-thto- 
aocount-only-so-much-the-more-tenaciouily-cltnffiiiff-to-lif e — Lachmannlan 
four-accent theory/' Der altengliBOh^ Yen, 1894, Twncort, 
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the Anglo-Saxon alliteratiye verses (and with them the ON 
Fomyrthislag) were composed and recited with four accents 
and must be so read today if they are to render up their 
musical meaning — and all those poetic values dependent 
thereon. We have become so habituated to Sievers' five- 
t3i>es — ^viewing (and reviewing) them in the back of every 
Primer and Reader, putting them on the blackboard, correct- 
ing them in the blue-books — that we now take than for 
granted as the ABC (D£) of Qermanic metrical science. 
Indeed, to a confirmed disciple of Professor Sievers, the 
difference between a defense of palmistry (or cannibalism) 
and a defense of the four-accent theory is scientifically only 
a difference of degree — ^with the advantages of intellectual 
and social respectability indubitably on the side of the former. 
But great as is Sievers' name, there are great names on the 
other side: Lachmann (in spite of some now antiquated 
views), Muellenhoff, Heyne, Schade, Trautmann, Kaluza, and 
(with varsring differences) in effect Moeller, Hirt, Fuhr, ten 
Brink. And even Sievers admits, with Saran, a four-accent 
stage lost with the change from sung to spoken verse. 

There is need, shortly, for a new and completer statement 
of its claims. No other theory so well explains the inter- 
relations, Indo-European and (Germanic, known to obtain in 
other linguistic elements, and even by the ** two-accent men" 
admitted to obtain somehow in metrics. None so well ex- 
plains the Qermanic relations of development (in MHO and 
ME) known to obtain in other linguistic elements and even 
by two-accent men (as Luick and Schipper) admitted to 
obtain in metrics.** None other works so well in Anglo- 
Saxon, the Germanic language that has preserved the most 
extensive body of early Qermanic verse, nor in the ON 



'* Though this paper discusses — and that most briefly — only a few of 
these relationships, it may call attention in a note particularly to 
"tumbling verse'* and "Knlttelvers** as likely to be adduced against the 
four-accent position, (cf. also Oummere's partial derivation of our 
"five foot iambus" from the AS long-line as presupposing a two-accent 
theory. The Translation of Beowulf, AJP, VII. 1881). "Tumbling 
verse" and "Knlttelvers*' with their (assumptive) four erratic stresses, 
though differing from old Germanic half-lines of four erratic stresses 
by sporadically greater amounts of speech-filling (as opposed to possible 
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Fomyrthislag, which, with the strophe and the related fact 
of verse units (as opposed to enjambement), represents, 
though in smaller amount, doubtless a still earlier phase. 

The theory does away with the anomalies of three-accent 
types (D, E, and some of A), and a four-accent type (the 
familiar sub-form of A), and a long-line of seven accents, 
like 

gtith-rlnc g61d-wlluic, gr&esmdldan tr&ed 

(B. 1881) 

beside a long-line of four, like 

on be6r-861e b6nc germed. (B. 492) 

In the transitional versification of early ME, or in quite 
modem versification, at least since Romanticism broke with 
the classical prescriptions, such irregularities would not sur- 
prise the reader or embarrass the critic; but in that rigid, 
self-directive, self-perpetuative formalism of folk-art rightly 
posited for Gtermanic metrics by both two-accent and four- 
accent men, such anomalies at once render suspiciously incon- 
sistent any theory that cannot eliminate them absolutely. 

The four-accent theory does away with that hurried slough- 
ing and piling up of syllables which make, if not impossible, 
at least very difficult and strained, the preservation of old 
Germanic articulation.^' To be sure, the outstanding phonetic 
peculiarity of the Germanic languages is their strong stress 
basis, and strong stress on one syllable tends to weaken stress 
(and with stress, articulation) in other syllables ; and the two- 
accent men thus try to prove their position by precisely the 
same reminder of "(Germanic phonetics" as is here adduced 
for the opposite position. But the reference above is to 



paoBe-flUing) between stresses, may still be related to the old half -lines; 
and the clue to the relationship may well be in the broken-down . old 
Germanic verse of the Heliand, which on either a two or a four accent 
theory differs from the older in this respect. Unless, indeed, they be a 
much later phenomenon: some relate the "Knittelvers" to the Court 
Bpic. For other yiews (particular alternating syllables with distorted 
word-accent) and a thorough discussion of NHO verse before Opftx, see 
Saran, Deutach€ VeraUhre, 1907, p. 800 tt„ and 820 tt. 
" The term Is used briefly for a complex of inseparable factors. 
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articulation in specific cases which involve word-elements 
that, upon all available evidence, could not have been pro- 
nounced, before the period of leveling, without the clearest 
articulation — except to the impairment of their functional 
character in the speech and thought complex. The contri- 
tion is not that they all bore stress — secondary stress — ^in 
prose ; but that in normal discourse they were not subject to 
that degree of subordination and obscuration which is so 
often demanded by any consistent two-accent reading of an 
old Germanic alliterative line. The contention is that the 
definitely muscular articulation of such syllables would in- 
vite the poet to give them secondary stress rather than to in- 
fringe upon their functional character — ^would invite, in short, 
to the four and not the two-accent scansion. The differentia- 
tion between single and double consonants (maiv-na, helrle, 
mid-dan) f kept in ON even in final, or final derivative syl- 
lables (men, necklace, menn, men; hamar, Jiamurr — ^here of 
course, strictly, short and long consonants), the differentiation 
among vowel endings (a, o, u, e) and vowel-consonant end- 
ings (an, on, um, en), the secondary stress in certain deriva- 
tive syllables like -ende, -ode, -ian (appearing as rhyme 
stresses in OHG, MHG and ME) are differentiations that 
point to a scansion not only where these differentiations were 
not obscured but where they may well have been organically 
dynamic, even determinative, for the scansion itself, in a 
more thorough-going fashion than is possible in the Sievers 
scheme where their metrical value is partial and sporadic. 
The considerations of this paragraph are purely linguistic. 
They lead directly to others. 

The four-accent theory is more in accord with what we 
know, or have reason to conjecture, was the nature of poetry 
in those old days. That nature was the farthest remove 
from "naturalness*' — from modem conceptions of simplicity 
and immediacy to the daily life of men and men's speech. 
The primary intent, as so exhaustively elaborated by Rich- 
ard M. Meyer (Die altgermanische Poesie, nach ihren fofmeU 
Tiaften Elementen leschriehen) was, in ideals, in vocabulary, 
in structure, to create a difference, but a difference by em- 
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phasis, not by contrast. The point of departure remained 
the folk-ideal and the folk-speech. The difference was only 
that in the poem the king must be ten times as brave or gen- 
erous, and the speech ten times as exalted or picturesque. 
Thus it would be strange if, in their scansion, they inverted 
the process, and deliberately uncier-emphasized, in a strict 
phonetic sense, the normal prose pronunciaticm of phrase, 
word, or syllable. Bather did they over-emphasize, over-ar- 
ticulate, with a grandiose idealization in metrics and deliv- 
ery, corresponding to the entire concept of poetry as idealiza- 
tion. And the twanging harp guided and completed the 
differentiation, the idealization.^^a 

But this argument works both ways, the Herm Opponenten 
might reply, reminding us that the twofold accentuation is 
precisely that over-emphasis, the indigenous Germanic nature 
of which is witnessed even in excited and emphatic prose to- 
day. If it does work both ways, then admittedly, its cogency 
is as much neutralized for them as for us. But the four- 
accent man is not content with such a truce. Excited prose 
drives home points— comes out strong on the logical stresses. 
In this it is not the norm for verse. Moreover, even excited 
prose of old Germanic speech could not slough the characteriz- 
ing functional syllables to the degree referred to above as often 
necessary in a two-accent theory. Much less then could the 
verse — ^for the emphasis would be in a direction away from, 
not toward determinable rhythms and metrical balance in the 
speech as speech, — away from, as is the case in the liturgical 
chanting of prose versions of the Psalms, sometimes, with the 
Predigt'StU, so strangely adduced indeed as veritable illus- 
trations of the two-accent technique in reading Gtermanic 
verse. The essential point, however, is this: that the over- 
emphasis I so strongly suspect is over-emphasis of all rela- 
tively important syllables, a heightening of the entire speech- 
material, not a distortion of a part at the expense of the 
rest. I mean over-emphasis in ali verse-pronunciation in dis- 



^ TifiTorously assisting the main stresses, but lending particular sup- 
port and stylistic quality to the secondary stresses. Of course, in itself 
the use of the harp proves neither two nor four stresses. 
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tinction to ordinary emphasis in all prose-pronunciation, 
not over-emphasis of some members within the verse in dis- 
tinction to other members within the verse. 

Nor in the much-heralded change from sung to spoken 
verse is there any necessary distinction of principle. Recita- 
tion was measured declamation — with the harp, or, so to 
speak, with the memory of the harp and of the poetic tradi- 
tion. I mean, for aught that can be cited to the contrary. 
The assumption that AS verse was sprach-metrisch is neces- 
sary only — ^to explain the two accent theory ; even as the two- 
accent theory is then used for all it is worth to prove — that 
the AS verse was sprach-metrisch. Moreover, the ** change" 
took place by no phonetic or metrical law not in equal opera- 
tion today. Wherever musical notation is characteristically 
syllabic, i. e., a note to a syllable (as particularly in primi- 
tive music or children's rounds), — ^in distinction from sev- 
eral syllables to a note (as in the enterprise of Psalm- 
chanting) , or several notes to a syllable (as in modem airs) — 
there is normally no structural change in the metrical char- 
acter of the words when spoken. The verse, coordinated 
with song as sung, remains so coordinated, reveals the na- 
ture of the coordination in itself, apart from song. "0 
Strassburg, Strassburg, du wunderschoene Stadt" has in 
the lyric as read aloud, the same secondary stresses on -burg 
and -schoene that it has when sung. (So, too, Ealuza.) 
"Yes, but this is because you recall the music." Not at all, 
it is because the music is in the words as well as in the 
notation; as one may prove by reading aloud, say, some old 
English or Oerman nursery rhyme the mti«ic-tune of which 
you have never heard and then comparing it, as to time, 
pitch, etc., with the music. Personally, I read Strassburg 
according to the ** music" long before I knew the "music." 
Such verse notates in its organic metrical character a specific 
"tune" — and no verse is truly "lyrical" if it does not. 
And if the experiment does not work with you, 1 11 tell you 
you haven't read the verses right. There is no way of escape : 
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SchneckhauB, Sclmeckhaas, 

Strecke deine Hoemer mib, 

Und wenn 4u sle nicht strecken wfUst, 

Werf idi dich in Ormben, 

Freesen dich die Raben. 

The words don't tell me all about the folk-tune that may 
have gone with them — (they can't tell me just how much 
higher, for instance, the syllable Hoer- was than Streck-, 
though they almost tell me that, too) — but they tell me in- 
dubitably that it was in 4-4 time, and I unconsciously read 
the lines dipodically. They undergo no organic change as 
spoken. The secondary stresses remain on -haus, dein-, -aus, 
etc., and on the -en^ of Graben and Raben, and the whole is 
read (as sung) line by line with four accents — is in fact a 
group of old Germanic half -lines in the aboriginal tradition, 
that know nothing about a change to two-accent scansion, 
when I now speak what little Fritz used to sing.^* 

The uncouth and shamefaced Caedmon left his fellow- 
revellers when it came his turn to sing to the harp (be hear- 
pan singan) , but soon found himself able, in the cattle-stall, 
to sing in his visionary sleep {tha ongon he sona singan) — 
even without the harp. But there was a dream-harp, you 
say. That is just it: the harp of the imagination — ^which 
the scribe who recorded the beginning of his song (leoih) 
for us doubtless heard, too, even if he, peradventure, spoke 
the verses aloud in the scriptorium. The notes of Caed- 
mon 's dream-harp have not been lost to this day. They are 
written into the metrical manner. His verses are today 
what they were in the old days. And what are these verses! 
Th^ are nothing less than excellent specimens of typical 



>*A metrician and pupil of Sievers, Dr. Bmat Feise, writes on my MS, 
"This happens to be right, but need not," and cites a little modem 
poem in which dipodies consisting successively of secondary and primary 
stresses in the metre as spoken become dipodies consisting successively 
of primary and secondary stresses when sung to the music This is an 
interesting modem exception, wherein the music seems to be compelling 
the verse to an old popular movement (which indeed it can be made to 
take on without the music). But it does not invalidate my main oon- 
tantion: the change is not from dipodic to monopodic or in the fmmhw 
of stresses. 

9 
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AS alliterative verse, — ^the same in heathen charm, reli^ous 
hymn, personal lyric, folk-ballad, Christian tale, or Germanic 
epos. The intrinsic difference between singing and speak- 
ing is a phonetic, not a metrical difference. 

As to Beowulf, the effect upon our polite ears would have 
been, I doubt not, a subordination of dramatic to musical 
emphasis, perhaps a suggestion of childish sing-song. But 
we would hear a tune to it; we would know it was verse — 
sonorous, often melodious verse, with its well-defined modu- 
lations of pitch, tempo, loudness, and pause, however, altuays 
under the control of the metre. If, on the other hand, the 
scop had been a ** two-accent man*', the effect upon our ears 
would have been oratory, not verse — at best, impressive 
rhythmical prose, but more often a succession of phonetically 
disjointed ''breath-groups" like those of a solemn and ex- 
cited Medicine Man at a tribal pow-wow. But there is 
place here for little scientific argument. Kaluza's analysis 
(Der (Utenglische Vers, 1894) I accept as far as it goes. In 
the essential principles'^ (though Ealuza might not accept 
all the remarks of this paper). 

However, I believe our repugnance to the four-accent the- 
ory is too often not a scientific repugnance at all. I believe 
it is often, as it was in part with myself, the unconscious 
effect of defective imagination; the substitution of today for 
yesterday, the twentieth century for the eighth, — a substitu- 
tion, too, of our own sophisticated maturity, accustomed to a 
verse coordinated with spoken prose for our Mother Qoose 
childhood instinctively taking to a verse coordinated with 
song — ^until this form of original sin was drubbed out of us 
in the schoolroom. 

The repugnance seems to be this — when it is not some- 
thing more delimiting still, to wit, entire incapacity to read 
the lines with four accents at all. For a fact, one has to 
learn. '"I%e natural way", in spite of much intermittent 
gulping of ''unstressed syllables", is perhaps as often with 



>« Recall particularly section 12, where he skilfully directs against 
his opponents the entire force of their old argrument drawn from verses 
made up of H Germanic plus H Latin or of ^ Latin plus H Germanic. 
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two, or rather three, accents as with four. The '' natural 
way" is of course an English or a Oerman student's talking 
his English or German — ^in Anglo-Saxon; a doubly un- 
natural way from the point of view of the old Scop. But 
we have to learn the metres of Horace or Greek chorus. We 
have to learn the more uncommon movements, even in mod- 
em verse in our own tongue — set the average reader of 
poetry to a sight reading of Meredith's Love in the Valley, 
for instance. That is, we grown-ups have to. For very few 
of men's activities are rhythmical any longer — except the 
dance, and the rhythm seems fast disappearing from that. 

But the repugnance may sometimes be due to a curious 
misunderstanding of the theory itself: it was partially so in 
my own case, for I had been a pupil in Trautmann's 
Beowulf seminary, at the very time he was so bravely ** re- 
vising" the text. The scansion is not an old Indo-European 
monopodic long-line of eight theoretically equal stresses, as- 
suming — ^which is very doubtful — that the IE line was mon- 
opodic. To call the half -line a four-accent line is mislead- 
ing, for Trautmann alone considers the four stresses to have 
been equal. Stress is roughly in three grades, 3, 2, 1, — 
non-stress (true arsis) being representable as 0. (I bor- 
row the numerals from Ealuza.) In the old Germanic 
metre of the Beowulf form, of the four stresses, three, two, 
or only one might be dominant, and of the secondary stresses 
one might be more dominant than the one other (or, re- 
spectively, the two others). Nor should the reduction of 
these variations to exact formulae on paper, as in Ealuza 
(op. dt.) permit our eye to delude our ear that the difference 
was so great as to destroy the unity of metrical effect, as it 
is for a fact destroyed by the two-accent theory with its ir- 
reducible anomalies (not to speak of the destruction of any 
metrical effect). The long-line was one characteristic line, 
just as much as in the '* iambic pentameter" of blank verse 
or rhymed, though this has freer variations in the number 
(and freer variations in the relative position) of primary 
and secondary (that is, heavier and lighter) stresses, as the 
following familiar verses will recall to us: 
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AehfUes' wr&th, to Qre6oe the direful spring (5 primarj) 

A p&gan stickled tn a cre^d outw6m (4 " ) 

M6ther of this unf&thom&ble w6rld (3 ** ) 

And thkt his gr&ve should bd a m^ster^ (2 " ) 

No difficulty is made by the alliteration, which is of coarse 
only on primary stresses. And to any objection that the two 
alliterative sounds in an AS half-line are presumptive evi- 
dences for the two-accent theory, one may reply, besides, 
that the evidence is at best available for first half -lines, and 
then only for some; while for the rest and for all second 
half -lines it is, by the same token, evidence for a one-accent 
theory! The ** difficulty" may be resolved by experiment. 
The alliteration loses nothing by the four-accent reading; on 
the contrary, it actually gains, as coordinating and coordinated 
with the rest of the speech-material, in one onward move- 
ment, as opposed to the tendency toward spasmodic isolation 
which it manifests in a two-accent scansion. Moreover, in ME 
and Md E two-fold alliteration is a common (and, I believe, 
the characteristic and natural) alliteration in a four-accent 
line, as in the following random illustrations : 

Where Is al thi michele pride. 

And thi lede that was so loud? 

Whi list ou there so bare o side, 

Ipricked in that pore shroud? 

(Debate of Body and Soul) 
Or idl7 list the shriUing lay. . . . 
By vmrriors wrought in steely if>eed8.... 

(MarmUm.) 

Or shall we say the two alliterations here prove a two-stress 
linet 

To say that these added stresses are prevailingly weak 
stresses is not the same as saying the result is merely the 
familiar Sievers types : the weak stresses — even the weakest — 
are still stresses, for the simple untechnical reason that 
they mark time in the verse, which Sievers' unaccented syl- 
lables don't; they may make time, but they don't m4irk time. 
This point of difference is of vital importance. And a re- 
minder of Greek dipodies should be sufficient answer to a 
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demur that ''accents are accents", and that thus alternations 
of strong and weak stress are alternations in effect of strong 
and non-stress. A complete shutting of the ears is such a 
demur. 

In talking about metrics, no object lesson, however ele- 
mentary, may be dismissed a priori as superfluous. It is 
bound to be useful to somebody. So I may be. pardoned for 
the following demonstratio ad hoc. 1 attempt to amuse my 
little friend, Daisy Jones, with extempore rhymes. I say 1) 

Daisy, Daisy, Daisy, Daisy, 
LitUe l&dy, d6n't be l&zy. 

And I say it over 2) 

D&i— sj^, Dki—sf, 
UttXe Iftdy 1&— ^. 

Number (1) is a couplet of four accents with the child's 
name four times repeated. Number (2) is a couplet of four 
accents with the child's name twice repeated. There is a 
difference of stress, between the second-and-fourth stresses 
of (1) upon the dai-, on the one hand, and the second-and- 
fourth stresses of (2) upon the -sy, on the other hand, — 
which is the difference between monopodic and dipodic struc- 
ture; but there is no difference in respect to each pair hav- 
ing the same time-marking function in their respective verse 
schemes; and there is all the difference in the world between 
the two -sy's in (2), with their secondary stress — still stress — 
and the four -sy ^ s ia (1) with no stress at all. The dipody 
daisy, daisy, of number (2), is applicable at once to a more 
specific difficulty in the understanding of the four-accent 
theory in Beowulf, It corresponds to such half-lines as 
Mra sorga {ON. asa garthja) of which (to borrow from 
Sievers' tables — and without Sievers' help who could attack 
Sievers!) there are 497 instances in the first half, and 592 in 
the second, i. e., 1089 out of the 6364 half lines in B. To 
affirm that any scop could employ such a percentage of four- 
syllable half-lines in a four accent half-line is (you say) at 
once a reductio ad absurdum as to the theory, and cause for a 
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writ of de inquirendo as to the theorist. To stress all syl- 
lables is the same as to stress none — either is equally a can- 
cellation of metre. But sidra sorga is nothing but daisy, 
daisy— ^r the Schneckhaus, Schneckhaus of our preceding 
quotation from a Gterman nursery. 
Or again, take the lines 

CroBs-patch, draw the latch, 

Sit by the fire and spin; [pause] 

Take a cup and drink it up. 

And call all your neighbors in. [pause]. 

This is an old Germanic four-accenter, like the Schneckhatis 
verses, — except for the replacing of th^ fourth accent by 
second half -line pauses (as in the Niebelungenlied) that do 
not concern us here. Sidra has in its line the metrics of 
cross-patch in its line. And if you'll modify the first and 
third lines, as I used to when swinging on the front gate — 
geong in geardum — 

Cross-patch, draw latch, [half pause] 
Sit by the fire and spin; [full pause] 
Take cup, drink up, [half pause] 
And call all your neighbors in [full pause], 

you'll have sidra sorga, **Yes, but these are rhymes". 
Change then, to 

Cross-patch, shut door, 

Sit by the fire and spin; 

Take cup, drink down, 

And call all your neighbors in. [pauses as aibove] 

There is nothing impossible about it — when the tune is sup- 
plied by familiar custom or metrical context. Indeed, Siev- 
ers himself scans such A lines as guth-rinc gold-wlonc with 
just this cadence. And the cadence is of ''such frequent re- 
currence" in Beowulf for the sufficient reason that the old 
scop liked the cadence, particularly as interwoven into many 
different metrical patterns. And he liked it presumably 
because it was flesh and blood of the very oldest tradition 
(most typical of the common Gkrmanic cadences, and nearest 
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kin to the pre-Oermanic). And to a modem reader of 
Beowulf it should offer no difficulties. 

To all of which the two-accent man, irritated but unshaken, 
would doubtless reply, if he deigned to reply at all: ''Siev- 
ers' theory is not a theory but a fact — the laws he has 
woi^ed out in such detail work out themselves in every ap- 
plication to detail. It is a priori inconceivable that a false 
principle can bring intellectual order to the phenomena to 
which it is applied." It is thus that we so often flatter 
ourselves into intellectual content, in the face of racial ex- 
perience. The Ptolemaic theory manipulated the heavenly 
bodies into a workable system for intelligence; the Linnean 
classification was workable and served a good purpose be- 
fore the days of Lamarck and Darwin; the molecular the- 
ories of physics and chemistry of but yesterday yielded 
workable formulae that advanced science ; but all three have 
been overset by theories more workable, as men came to 
know about more facts and more about what '^workable" 
means for the facts. "Workable" is a purely relative term, 
— relative to the stage of our knowledge and the stage of 
our reason. No principle that works is totally false for an 
intelligence like man's which is constantly moving on. But 
Sievers' principle, in this our modest science of metrics, is, 
in any case, not false, but rather incomplete (in this more 
like old-time physics than old-time astronomy). The type 
distinctions, the proportionate use of types, the relations be- 
tween quantity and accent, the rules of alliteration, etc., 
the application of such formulations to text criticism, — all 
these remain in great part as invaluable for the four-accent 
theory as for the two-accent theory. 

But there is another concept of workability besides appli- 
cation of intellectual analysis. It is application to organic 
movement. Let it be reiterated: the four-accent theory 
goes better, works better in that it reveals an organic move- 
ment, a metrical life; and the two-accent theory to a sur- 
prising degree does not. The obvious retort is that this is 
to surrender the whole case over to subjective whim. It 
is not I am convinced by such objective experiments as 
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it has been practicable for me to make that, if the two modes 
of reciting the lines should be tried out before any audience 
(as tried out in my classes) — ^however ignorant of AS, pro- 
vided only it were composed of alert and trained ears, — ^the 
decision as to which was metrical and which was not, as to 
which was verse and which not, would be forthcoming at 
once. And it would be a decision of the same human meU 
rical conscioiLsness to which the verse was originaUy ad- 
dressed. Nor is it insignificant that, for myself, I found it 
possible for my verbal memory — fairly practiced in verse — 
to retain the lines without effort, only after adopting the 
four-accent scansion — and this small fact of my subjective 
experience is no less objective as fact than any other fact. 
The difference of effect and manipulation in the two modes 
is to me as great as the difference between Dry den's and ten 
Brink's scansion of Chaucer. 

Argument from authority will get us nowhere. Sievers' 
pupils will recall Sievers' affirmation that his ear preferred 
the two-accent recitation; but pupils of Boethe will recall 
Roethe's reading a passage of the Heliand with two accents 
and throwing the book down on the desk with the despair- 
ing remark, '^Ja, aber meine Herm, das sind keine Verse 
mehr!'' Let one like what one likes — but let the objective 
and impersonal metronome, if you insist, decide whether 
what one likes is metre, one metre with freely varying mod- 
ulations, or a continuum of five (in truth more than five) 
variously interwoven brief prose, or semi-prose, rhjrthms.** 
However, no scientific apparatus exists of such nice preci- 
sion as to tell us whether the metrical movement (proven by 
metronome!) is merely accidental to a modem and entirely 
unhistorical scansion, or intrinsic to the old Germanic art 
itself! One can read Homeric hexameters in two ways: ac- 
cording to the prose accentuation or according to the quan- 
titative measure. The latter is metrical, the former is not; 
and the metricality is its own justification, without carrying 



i*Aelfrlc*s oft remarked poetical proBe-passafires might seem a bit of 
evidence for this view; l^ut they camiot be discussed here. Sievers, of 
course, admits that his "scansion" has similarities to prose-rhythma 



Digitized by VjOOQIC 



BBOWX7L.F AND THE NIBBEL.UNOEN COUPLET 187 

the Iliad into the laboratory. So with the old Gkrmanic. 
A four-accent reading is consistently possible and consist- 
ently metrical; a two-accent reading is consistently possible 
(if one has an elastic palate and a tripping tongue, and 
forgets with D and B to count 3), but far from consistently 
metrical. Which was the old Gkrmanic mode for Qermanic 
poetry? Which is closer to that orchestic rhythm — ^by com- 
mon consent as basic for the beginnings of OG poetry as it 
is for the relatively modem folk-song ?*• 

There is a folk, far up by the northern seas, that speaks a 
Oermanic language which is today still representative (in 
some respects) of an earlier ethnic (linguistic) stage, than 
Anglo-Saxon even of the eighth century. This folk talks 
essentially the language that Ohthere, the Viking, talked 
when he told *' Alfred, his overlord", of his voyage around 
the North Cape, the Amundsen of men's first polar expedi- 
tion — ^which Alfred made into an ON saga and inserted in 
his Orosius. Their favorite reading is still in the ancient 
stories of their heroic age. I have been told by one of 
them, now a graduate student in Germanic literature at 
Wisconsin, that during the long Arctic evenings, when the 
laborers of the country-side gather in some big farm-house 
living room to card wool or to spin, the master of the house, 
or one of their number with a good voice, reads to them, as 



''I don't mean that a change 1-n metrical structure may not develop in 
the course of time — or has never developed — from an orchestic rhythm; 
I mean simply that there is no reason whatever for supposing that it has 
to in general, or that it did in the OQ. Nor, does evolution in speech 
from generation to generation neceaaariHy involve evolution of metrics 
(e. g. from four to two stresses). Changing speech-material may be 
plastic to an unchanged tune — and a tune (like any other phenomenon of 
a formula character) is always relatively conservative. Chaucer wrote 
rhyme-royal stansas in a ME dialect; Sackville, 160 years later, was 
manipulating the very same cadences, after epoch-making changes in the 
reduction of final syllables and in the shifting of word-stress. The 
analjrtic subtiltles, the practiced realism (L e. the sense for aural fact) 
in the service of the most difficult, because most familiar, phenomena, 
in such books of the Sievers* school as Saran's Yeralehre, have greatly 
advanced our general understanding of prose-speech and verse-speech, 
in the last decades ; but still leave us free to demur at the sanction they 
lend to the two-aocent theory. The modern four-accent man does not 
go back to the doctrine before 1885 any more than the modem 
Lamarcklan goes back to the doctrine before 1869. 
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they work, saga after saga in the very words. And although 
the more difficult language of the earlier Edda is even to the 
modem Icelander somewhat strange, it is still his language 
as it is not ours; and I hold it not insignificant that, when 
he reads me aloud the Thrymskvitha, again and again I 
distinctly mark the secondary stresses that would not be 
there to mark if read conscientiously by a two-accent man; 
and that, when I read it aloud to him with careful attention 
to a four-accent delivery, he finds in such scansion nothing 
grotesque or foreign to his ear — but rather catches (in 
spite of my American nasality) the reverberations of an 
ancestral tune: 

Flo tha LiOki, fjathrhamr dunthi, 

unz fyr utan kom asa gartha 

ok fyr innan kom Jotna heima 

Thrymr sat a haugi, thursa drottinn, 

Greyjum sinaim gull4>ond snoerl, 

ok monim filnum non JafnathL 

Or of Thor, just awake, showing his wrath at the loss of his 
hammer: 

Skegg nam at hrista skor nam at dyja, 

reth Jarthar burr um at threifaak 

Took to shaking beard then, took to tossing hair; 

The son-of-Earth he started groping round him there. 

And the Niebelungen form of the above couplet reminds 
us of the practical purpose of this apparent digression: to 
popularize the contention that the Niebelungen verse is ulti- 
mately the same verse as the ON just cited, is the same as 
the Beowulf, 

The unrh3nned eight accent long-line of the earlier art 
became the rhymed eight accent long-line of the later, with 
loss of some types and with more speech-filling between ac- 
cents and less demarkation at times between primary and 
secondary accents, a final pause coming to occupy like the 
ghost of a dead sound, the place of the original last foot. A 
word at this point on the final pause. This linguistic — ^not 
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metrical — shortening of the second-half seems to have been 
an evolution mainly due to rhyme-evolution. (But cf. note 
to types lib, III, page 145 below). Half -line and long- 
line rhyme were present sporadically before any Latin in- 
fluence. Where later the rhyme technique developed in half- 
lines, the second line remained in speech-material nearly 
equal to the first, as in Layamon and the ME couplets in 
direct line of descent from Layamon, or as in Otfried and 
the MHG couplets in direct line of descent from Otfried; 
when the rhyme technique developed in long-lines, the old 
tendency (noted by Wilmanns) of the second-half to con- 
tract its speech-material, owing to the Ha/upistab, seems to 
have been accentuated, after the loss of the Hauptstab, by 
end-rhyme. The long-line end-rhyme became apparently an 
insistent terminus ad quern and one hastened to get there 
as soon as possible — and rest up a bit afterwards. The end- 
rhyme obscured the original fact of half -line pairs of fairly 
equal speech material; and gave to the long-line a unity it 
did not originally possess; it was now felt as a long line — 
and rather too long. But the old metric asserted itself, and 
still does, in the final pause. 

The details of the process, — ^how the shortening took 
place — cannot be here examined; they must remain, in any 
case, a matter of conjecture; for what we have are the two 
sets of facts: the four-accent second-half and the three-ac- 
cent second-half. The versifier never thought to record the 
psychology of the change consciously and the unconscious 
record is unclear in meaning. But conjecture may be mere 
manipulation of formulae on paper or it may depend in a 
measure on the insight of personal experience. My own ex- 
perience in versifying has in its own way its dangers too, 
but I cannot eliminate it from my thinking and feel that I 
should not, for it constitutes my sole claim to contribute to 
the subject and stresses a means of approach that has never 
been given due recognition by the "science**. It seems dear 
to me as a versifier that an important detail of the process 
must often have been the loss of a secondary stress some- 
where before a masculine rhyme (i. e., a rhyme on a final 
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dominant stress — ^theoretically in types Ila or lib and III*' — 
but practically almost always in Ila, lib). Take this chance 
couplet in Beowulf (890-1) : 

hwa^thre htm gesa^ldd thadt thaet swtird th<irhw6d 

wra^tltcnd w^rm thadt hit on we&Ud aet8t6d. 

If these lines had come in the midst of an end-rhyme con- 
text, — and not in this half-line context — ^the second halves 
would have lost each that accent which, on one ground or 
another, was the easiest to be lost. The I03S in these lines 
might have been the loss of the first weak stress (thaet) of 
each second half-line, or of thurh and of the e of weaUe 
respectively (with the probability much in favor of the 
former, for thurh is a heavy syllable and logically emphatic, 
and the e in wealle is elsewhere an already insistent ca- 
dence, and emphasized by the aet- following). The lines 
would then read 

hwa^thre him gesa^ldd thaet thaet swtird thtlrhwdd 

wra^tltcnd w^rm thaet hit on we&Ud ae8t6d. 

If one could transpose the order of secondary and primary 
stresses in the first-half of the second long-line, one would 
have here almost a Niebelungen verse. The process seems, 
also, to have been furthered by the awkward technique of 
rhyme-matching, whereby sometimes a rhyme was single 
(on primary stress sar, gar, or on secondary stress, himUes 
and libhaftes), or single-double (on both primary and sec- 
ondary stress ivibes libes) where there was rhyme already at 
the third stress." This would work toward a weakening of 
the endr rhyme, i. e., a reduction of secondary stress to non- 
stress, to what we call feminine rh3nne, and the line would 
then have lost its last foot, — ^and the further shortening to 
masculine rhymes would involve no metrical diflference. It 
will be remembered, too, that in Kaluza's types I, IVa, IVb 
(Sievers' A, C, Dl), the last stress is a secondary, and that 



"The student who has forgotten these types of Kaluxa's formulation 
will find further references on p. 14S If. 
» The examples are from Otf ried's OHO. 
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in IVa and IVb always, and in I, usually, it immediately 
follows the preceding (a primary) stress, so that in these 
three very common types the reduction of but a single syl- 
lable yields us the three-accent second-half. But I have no 
right to say this much if I cannot say more; and more now 
would lead me too far afield.^* 

Yet one word may be permitted on Otfried — the Scholar's 
House of Confusion, where already lie so many Germanic 
worthies slain by the monster, Metrik. Qnketh a Wyrd swa 
heo sceal — and if it's my turn, very well. But like a brave 
man I will say my thought before my end. In thus con- 
ceiving Otfried as the intermediate stage between Beaumlf 
and the Niebelungen, I conceive, of course, that Otfried 's 
eight-accent long-line is as to number of accents, not at all, 
and as to relative position of accents, only in part, affected 
by the metrics or the rh3ane of the mediaeval Latin hymn. 
And this is to assert that Otfried, anxious though he was 
to accommodate his ''barbaric" German to the finesse of the 
new ''Christian" culture, was still unemancipated from old 
folk-tradition, — ^was still, in short, writing what was in 
principle (Germanic verse, though one of the old types (the 
so-called "E") has all but disappeared.^** 

That he was trying, like Opitz later, to do something 
new is clear both from his preface, his accent-marks, his 
rhymes, and the Latinized modification toward greater reg- 
ularity in interchange of thesis (stress) and arsis which his 



>*(Profes8or G. P. Jackson of North Dakota in a paper. The Beginntnge 
of Rhyme, read at the meeting of the Modem Lanffuace Aaeoclatlon, at 
MadiBon, Dec. 1917, derives the rhyme at the end of a seven-accent 
lonflT-line from the effect of compensative stress before the end-pause, 
and from the coincident rhythmical character of the "melodic curve" 
(i.e. the movement from an harmonically fundamental initial tone to the 
final return to the tonic of the scale) in the accompanying music His 
brief outline promises interesting and important results. If I understand 
him, his theory inverts the relations suggested above* by making the 
seven-accent line and its final pause, and the coincident melodic curve, 
precede rhyme. The question Is also involved with the Latin eepHnariue; 
but the seven-accent line cannot be explained merely as an imitation of a 
foreign modeL 

**a Peculiarities which in a four-accent scansion of Beowulf are pro- 
nounced artistically or psychologically impossible seem to occasion no difll- 
cultles to the objectors when they mark the scansion of Otfried — In prin- 
ciple precisely as the four-accent men mark the scansion of Beowulf. 
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lines underwent as his work proceeded. But this ''some- 
thing new" would not have left such admitted reminders 
of something old (in metre, phrase-formula, and word-ac- 
centuation) if it had been something entirely new, — that is, 
if it had been an eight-accent Latin line for a four-accent 
Germanic. The break would have been too complete. Let 
us suppose blank-verse is the folk-verse of my race and the 
only verse I have composed in. Then, blank-verse (five 
accents) might well hamper me in trying to write English 
hendecasyllabics (five accents) after Catullus, — and my hen- 
decasyllabics would betray my blank-verse inheritance — ^nor 
is my illustration altogether without reference to experi- 
ence — but memories of blank verse in my ear or in my 
handicraft would not hamper me in attempting a double 
anapestic dimeter acatalectic (four dipodies, eight accents) 
after the Greek. Such an illustration from my metrical 
consciousness and performance proves of course nothing for 
Otfried's metrical consciousness and performance. One 
must go to Otfried himself, but one must go with full 
realization of the nature of the problem — and concrete ex- 
perience may supply useful dues. The intuitionalism of 
modem speculative philosophy has its application to phil- 
ological science. 

The preceding section (V) outlined the metrical relations 
between the verse-medium of my Beowulf translation and the 
Niehelungen verse. The present section has identified the 
Niebelungen verse historically with the verse of Beowulf. 
This section (and therewith this discussion) now concludes 
with some illustrations as to the relation of my verse di- 
rectly to the AS, which may serve to bind the two sections 
together. They are illustrations, I say, not arguments. The 
procedure will depart pretty far, I fear, from the traditions 
of scientific method, but it is the most practical method for 
one who writes verse and writes about verse. I will now 
try to manipulate modem English speech-material in the 
AS manner and evolve it into its own manner. There are 
all but insuperable linguistic difficulties in the modem Eng- 
lish: the level-stress of many essential compounds, the ab- 
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sence of secondary accents on derivative syllables of non- 
compounds, and the only too variable and plastic quantity 
and quality of vowels must permit some freedom of manipu- 
lation on my part, as it will require a particularly acute 
ear and a total suppression of the sense of humor on the 
reader's part. Adopting the type-notation of Ealuza, we 
set down a few of many possible metrical parallels, type for 
type, between AS and MdE. 

I. (SieTers' A). 

(Scheme: / \ / \) 
sidra sorga 
foleum gef raege 
gamol-feax ond guth-rof 
hylde him tha heatho-deor 

Sorrows unbounded (translating sidra sorga in my rersion) 

Wind-cliff and wild wave 

Ckat-folk in sorrow 

Higelac'a thane did 

Hasten to the haunted 

Sinketh he, sinketh she 

These correspondences are generic, not pedantically imita- 
tive, as they might be made — cf. sidrk s6rgii »* t&ke cup, 
drink up. 

Ila (Sievers' B). 

(Scheme: \ / \ /) 
ne leof ne lath 
mid his haletha gedriht 
waes him Beowulfes sith 

Where the longest of them lurks 
He the mighty man of men 
Seeks the monster in the murk 

To render in English such a cadence as ne leof ne laih one 
particularly needs metrical context and a special start. It 
would reveal itself in the final line of such funereal nonsense 
as this: 
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Pax Yobiscum, ye who know 
Never a blessing, never a blow. 
Never a high things never a low, 
nor a weal, nor a woe. 

Nor friend nor foe. 

This cadence is impossible in my translation, but only be- 
cause the whole tyi>e is impossible : impossible in the second- 
half because the second-half has in speech-material only three 
stresses; impossible in the first because there the half -line 
ends on a secondary stress, — even in an atypical line with arsis 
between last two stresses, like 

"Yet can God that sc&ther m&d turn from his deed" 

quoted on page 113. It can be adapted to (I do not say it 
evolved historically into) type I by one of two modifications : 
a) by shifting first secondary stress to last (e. g., ''Hi the 
mfghti^ of m^n" to ''The mightitet of m^n, hi"), or by 
reversal of second secondary and final dominant (e. g., "He 
the mighty min of M£N" to "He the mighty MAN of min — 
"Yet can God that sc4ther mjtd".) The type can exist in the 
Niebelungen only in the second half of the fourth line of the 
strophe; but even what there at first seems to be this type has 
often a somewhat different disposition of primary and sec- 
ondary stresses, as (1717) 

nnd will im immer wesen holt 

I and Ila are dipodic; but I remains so in later Qermanic 
more consistently than Ila, I believe. 

lib (Sievers' D2). 

(Scheme: / / \ /) 
atol ytha geswing 
blaed wide sprang 

Piercest foul thing aswim. 
Gray, green thing grim. 
Came and cat-clawed him. 
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Impossible in my translation, but elimination of the one 
weak-stress word reduces it to second half -line cadences like 

high hills steep. 

See previous quotation from the translation. 

I utilize rhyme and stanza here, as under Ila, to assist 
whipping the recalcitrant English material into metrically 
satisfactory behavior. 

Ill (Sievefs' E). 

(Scheme: / \\ \ /) 
Aethelinges faer 
mumende mod 
wUte-beorhtne wang 

(Stresses run: 3, 2, 1, 3, — ^No. 1, the weakest, being on-es, 
-e, -ne) 

OOEHF-^ring of HULL 

EVen-tide in EAST, 

SHIMmeMng off dHORB (or: iSHIMmers light off SHORE) 

These are not satisfactory as parallels, obviously, unless read 
under the guidance of the AS cadence. The type appears 
to have been always subordinate and the first to be modified 
or abandoned in the later developments of Germanic languages 
and metrics, — cf. Otfried. It is impossible in my line: im- 
possible in the second-half because it is a four-accenter, im- 
possible in the first-half because its fourth stress is primary. 
It would appear in the first-half with the final primary and 
secondary reversed, as I, "Shimm- 'ring OFF-shore", (or as 
IVb, "Shimmers light OFF-shore,") and, in the second with- 
out the weakest stress, "Even-tide in east" (cf. mumende 
mod in Beowulf with vliesendes. bluot in Niebelungen.) 

IVa (Sievers' C). 

(Scheme: \ / \\ \) 
Over lagu-Btraete 
thaet ic sae-naessas 
O'er the biUows' by-way»* 
By the searnesses 



"• Poflslble too, as \ \ / \ which is not an AS cadence, at least 
theoretically. 

10 



Digitized by VjOOQIC 



146 UNIVBRSITT OP WISCONSIN STUDIES 

IVb (SieTen' Bl). 

(Scheme: / / \\ \)* 
gode tbftnoode 
Maei« meare«ta|Nt 
Mightj march-roamer 

An easy one for the English in the first half-line of a 
Niebelungen verse: of. note nnder m above. 

Let ns try putting snch lines together, changing words a 
little to get some long-line alliteration, and interweaving 
with others in similar cadences, to make a little ''episode", 
suggested by a passage in the Beowulf: 

Geat-folk unfearfal f oUow to the eery 

Wind-cliffs and wild waves where weird ones are flashing; 

Hygelac's thane did what never other: 

He the mighty man of men seeks monster in her lair — 

Mighty march-roamer» moody searfarer. 

Even-tide in east, aU up the heavens; 

Shimmers light off shore: shadowy from the evil eyes, 

Where the longest of them lurks. Lankest foul thing afloat, 

Oray, green thing there, grips and cat^laws him. 

iSinketh he, sinketh she, under surface of the deep. 

By the water's hii^-ways, and the waves' tumult. 

On the searnesses, seated all in war«oaAs, 

Qeat-folk in sorrow grieve for the morning. 

No reading can make this sound like modem English verse. 
But, moreover, no reading can make this sound exactly like 
the Beowulf. Obviously it does not sound like the familiar 
two-accent scansion, because it is a four-accent scansion. 
But even as a four-accent it is unlike : there is more speech- 
filling and the types tend to run into pairs or groups, and 
here are already the first changes in the direction of my mod- 
em English line. 
It might be made over into half-line (4 accent) rhymes: 

Oeat-folk undaunted 
Hasten to the haunted 
Wind-cUflte and wild waves 
Where foul things defiled waves; 



''As to the relation of these paper-formulae to the llviiis Terses, 
particularly with reference to primary and secondary stress, see above, p« 
181. 
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Hygelac's thane did 
Wbat nerer Dane did: 
He the migrhtleBt of men 
SeekB demon in den. 
Mighty march-roamer, 
Swiftest Bea-oomer. . . . 

which is Layamon and Otfried (a little set to rights). 
It might be made over into long-line (8 accent) rhymes: 

Great-folk unfearful follow to the eery 

Wind-cliffs and wild waves woeful and dreary. . . . 

which is what the ME author of On god ureisan of ure lefdi 
was apparently trying for: 

Vor thu me harest iholpen aueole kunne wise. 

And tbrouht [me] of helle into pcu*adise — 

the first attempt to adapt a Latin poem and metre into Eng- 
lish, and, if studied in all its lines, quite as Germanic as Ot- 
fried, and for similar reasons. 

But what there is to the ''episode'' as action, image, and 
tune only emerges in modem English when we arrange and 
modify the lines thus : 

The Oeat-folk unfearful follow to the sea. 

To wind-cliffs and wild waves where foul beasts be. 

And Hygelac's thane doth what Dane would never dare: 

He the mighty man of men will seek the monster's lair — 

Mighty march-roamer, swiftest ocean-beast 

AU up the heavens eventide in east; 

Shimmers light off shore, from the shadowy eyes 

Of evil where the longest of the lurkers lies. 

Fierceet floating foul thing, gray, green, grim, 

Comes she and clutches and cat-claws him — 

Till sinketh he and sinketh she to the deep and dim. . . . 

By the water-highways, by the wild mere. 

On the sea-nesses, in their warrior-gear. 

The Geat-folk in sorrow await the morning here. 

This, with a proviso, is the Niebelungen verse of my transla- 
tion. It differs, like the Niebelungen couplet, from the AS 
by the disappearance or modification of types Ila, lib, and 
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III. And the other differenees between the Niebelungen and 
the earlier verse, remarked above — ^the substitution of final 
pause for last foot, the tendency to greater sx>eech-filling be- 
tween stresses, the less clear demarkation at times between pri- 
mary and secondary stresses (due probably to this tendency) — 
obtain here likewise, implicated in the modification of types. 
The proviso is that the cadences in the above passage — ^all of 
which could presumably be tabulated from the translation it- 
self — are in the translation variously supported by others, 
previously noted in the metrical comparison between the Eng- 
lish and its MHG model. And though the above exercise is 
frankly an artifice, the verse-form it illustrates is no artifice. 
It is simply the familiar idiomatic English long-line : 

Sing a song of sixpence, a bag fuU of rye, 

iFour and twenty blacklbirds baked in a pie; 

When the pie was opened the birds began to sing — 

And wasn't this a dainty dish to set before the king. 

Moreover, if the four-accent theory is sound, the above 
illustrations will have emphasized that the metrical deviations 
of my medium from the original Niebelungen verse are in 
principle largely but an extension of deviations of the Niebe- 
lungen itself from the earlier metrical practices, as in the 
AS, deviations which it is significant became more marked in 
the recensions. Thus the claim for organic relationship be- 
tween that medium and the AS verse it translates may be 
taken in both a metrical and an historical sense: organic as 
metrically similar, and organic as metrically derivative. It 
is no merely organic imitation, like Tennyson's Galliambics or 
Swinburne's Sapphics, of an otherwise exotic tune; it is no 
invention of the present translator; it is something in which 
one can trace, in the midst of later variations, the old and 
autochthonous, just as Friedlander has traced some themes 
of Gtermanic music through the centuries down to our day. 

Perhaps the gist of the whole matter can be summarized by 
the following comparative scansions.** 



**The dlBtinctionB between heavier and lighter secondary stresses can 
not be conveniently recorded. 
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Ifa^l is md to terkn; Fa6der &lw&ld2t 

Mid &r-8ULfam e6wlc gehe&ldd 

Bitbk gestindd! tc to 8a6 wtUd 

with wr4th wdrdd we&rdd he&ldim. 

Time for md to f&re b&ck; )n his m^rcy m&y [pause] 

The Almli^ty F&thdr, kedp ye s&fe alw&y [pause] 

(Dn your y6yage and y6ntiire. f will t6 the co&st [pause] 

Th6re to hdld my sto-w&tch g&inst a hostile h6st {pause] 

Of course only rarely (as here in the first clause) will the 
metrical parallelism be a metrical identity, half-line for half- 
line. 

finally, the slighter differentiation between primary and 
secondary stresses that tends, as already pointed out, to obtain 
in the English, is associated with serial and proportionate 
distribution of primary and secondary in combinations not 
present in the AS, and with occasional un-AS alliterations on 
secondary stresses. Perhaps some enterprising Cand, PhU. 
will sometime tabulate them. 



SPECIMEN PASSAGE (BEOWULF IX) 

DC. "Thus the loathly lurkers pressed me sore and oft. 

I served them witb my dear sword in ways not soft. 

•For those foul deTlsers the hope of fill was o'er — 

To eat me, to sk round a feast on ocean's floor! 

But upon the morrow* wounded by the glaive. 

They were lying up along the leavings of the wave, 

Put to sleep by sword there — ne'er to thwart again 

Sailor-folk in ferrying the fords of the main. 

From the east a light rose— God's beacon bright; 

The roUing seas subsided, so that see I might 

Headlands and windy walls. Wyrd will often save 

An earl who is no fey man if he be but brave. 

And so to me 'twas granted that with sword I slew 

Nine there of the nicors. Nay, I never knew 

Under the vauK of the heavens by nig^t a flght more 

flerce, 
Nor on the streams of the ocean a man put to it worse. 

Way-weary, yet I scapM the clutch of monsters fell; 
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And the sea up-cast me, flood-tide and swell. 

On tiie land of Finn-men. Never about thee 

Sudi straits of strife, such terrors of sword-blades heard 

I tell; 
Ne'^ yet at wari>la7 Breca, nor neither one of ye. 

Did deed so bold with bloody brands-* nor boast I of 

that fray— 
Thoui^ thou forsooth thy brothers, thy kin-of-heartt 

didst slay! 
(Whence curse of hell awaits thee thoui^ good thy wit 

may be.) 
I say to thee in sooth now, thou of Ecglaf son. 

That Orendel ne'er so many gruesome things had done. 

The Grisly ne'er such havoc in Heorot to thy King, 

If thought of thine, if soul of thine^ were grim as thy 

teUing. 
But he hath found he needeth fear or feud or stroke 

Little from thy people, the Victor-Scylding folk! 

He taketh the forced pledges, uni^Miringly he rends. 

He hath his lust of slaughter,^ he puts to sleep, he 

sends, — 
He recketh not of any contest with the Dane. 

But speedily 'tis mine now to show him might and 

main. 
The warrior^ work of Oeaitmen! Let him go who can 

Blithe to mead tomorrow — when o'er bairns of man 

Shineth from the southward, on other day begun. 

Once more that llght-of-moming, the sky-girt sun." 

Then the Prince of Bright-Danes, the Treasure- 

Breaker he. 
The old-haired and war-famed, had his time of glee. 

Now in help he trusted; from Beowulf he caught, 

He his people's Shepherd, the flrm-resolvM thought 

Then was there heroes' laughter, and rang the shout 

and song, 
And merry speech was bandied; and then stepped forth 

along 
Wealhtheow, queen of Hrothgar, mindful of manners all. 

And gold-bedigfat she greeted the gues^men in the halL 

And then the high-bom lady erst gave the cup in hand 

To him who was the Warder of Bast-Danes' fatherland; 



> Reading on lu9t wigeth. 
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And him she bade be blithesome' at the bout-of-beer. 

Him beloTed of clansmen. He took with goodly cheer 

The banquet and the beaker, the King of Yietory-ftune. 

Then round the hall to each and all she stepped* the 

Helmings' dame. 
And gare to young and older the goblet rich-beseen. 

Till came the happy moment when in hall the queen, 

Crown^bedight and highHBOUled, the cup to Beowulf bore. 

She greeted the Qeats' lord; God she thanked therefore. 

Wise in her word-craft, that her wish had thriTen 

That she could trust some earlman for help 'gainst hor- 

rors given. 
He took the cup from Wealhtheow, a warsman flerce-to- 

smite; 
And then he offered answer, eager for the fight 

Beowulf made a speech then, bairn of Ecgtheow he: 

"When with my troop (^ tribesmen, I mounted on the sea. 

And sate me in my sailor-boat, I had this thought in 

me: 
Either to work for all time thy peoples' will at last. 

Or to fall aflghting in grip of Orendel fast 

Firm am I to do my eariman's deed withal. 

Or to dree my end-of-days in this mead-hall." 

Those words well pleased that woman, — the Geat- 

man's battle-rows; 
And gold4>edight she went then, to sit beside her 

spouse, 
Folk-queen high-bom. And once again there be 

Brare words spoken, and hall-men in glee. 

And uproar of yictor-folk — until the King anon. 

Would seek his erening resting-place, Halfdane's son. 

He knew that batUe waited the fiend on that hifl^ fioor. 

After they the sun-light could see no more. 

After the dun night was oyer all aax>ut 

And the shapes of shadow should come aprowUng out 

Wan beneath the welkin. Together rose the clan; 

Then Hrothgar greeted Beowulf, man wishing luck to 



Cktre him of that wine-house the power and sway, and 

swore: 
•*Never have I trusted to any man before,— 

Not since I could heave up hand and shield (^ me,— 



•I. e.. Wlidied hhn good cheer, said "proaif 



Digitized by VjOOQIC 



152 UKIVBRSITT OF WISCONSIN STUDIES 

This brare house of Danesmen, until now to thee. 

Have now and. hold it — this excelling hall! 

Remember thy glory » — make known thy might to all! 

Watch against the wrathful! Each wish of thine I'll do, 

If with thy life thou seest tills deed of daring through.** 
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NOTES ON A MIDDLE ENGLISH SCRIBE'S METHODS 

Muriel Bothwell Carr 

These notes owe their origin to the fact that in examining 
the evidence for the dialect of Sir Degarre, no. 17 in the 
Auchinleck MS ,^ I found it conflicting, and, in order to in- 
terpret the confusion, wanted to know something definite about 
the scribe's copying methods, especially about the extent 
to which he introduced his own forms, both in the interior 
of the line and in rhyme-words. When I turned for in- 
formation on this point to editions of other works copied 
by the same scribe,* indicated by Eglbing as o,* I found that 
only sixteen works were provided with linguistic studies or 
introductions,* and that few of these gave any facts about 



1W41 in the Advocates Library at Bdinburgh; described by E. KOIb- 
ing, Vier BomanM Handaohriften, E8t. VII : 178-191. 

*He copied in all thirty-five works (exclusive of no. 27, a mere iMitch 
of erasures). For six of these his copies are unique: Lai le Freine 
(SO), Roland and Vemoffu (SI). Pwlm 60 (S6). 84r Tristrem (S7). The 
Enemies of Man (S9), Praiee of Women '(42) ; for nine more, though 
there are other versions, there are no other copies of his version : Legend 
of Pope Gregory (1), Adam and Eva (S). Bt. PatricVe Purgatory (6), 
Marie Maudelein (12), Joachim and Anna (IS), The Seven Deadly Sine 
(14), Pater Noater (15), Aeeumption of the Virgin (1€), Horn ChUde and 
Maiden Rimnild (41) ; of twelve others his copies are tl\e earliest: The 
King of Tare (2). The Clerk Who Would See the Virgin (9), Amis and 
Amiloun (11), Sir Degarre (17), The Seven Wise Maatere (18), On the 
EvU Timea of Edward II {20), Sir Guy of Warwick (continuation) (28), 
Arthour end MerUn (26). A Peniworth of Witte (28), King AUaaunder 
(SS), Sir Orfeo (88), King Richard (48) ; for the remaining eight there 
are other and earlier MSS: St. Margaret (4), St. Katherine (5),TAe De- 
bate of the Body and the Soul (7), The Harrowing of Hell (8), Ploria 
and Blaunehefleur (19), How Our Lady'a Paalter Waa Made (29), The' 
Throatlecock and the Nightingale (84), The Sayinga of St. Bernard (85). 

• Op. oit., pp. 188, 186, 187, 188, 190. 

*.1869, Laurln, Eaaay on Lang, of Lay le Freine, UpsaL dissert, Stock- 
holm. 
(See Lay le Freine,^. Vamhagen, 1880, Angl HI: 415, for text). 
1877, St. PiUrick'a Purgatory, ed. KOlbing, ESt 1:57. 
1880, Sir Orfeo, ed. Zlelke, Breslau. 
1882, Rouland and Vemagu, ed. Herrtage, EET8. E8 89, 85. 
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a's copying methods^ and those few generally indirectly. The 
habits indicated for a few poems are the introduction of an 
own dialect forms, chiefly into the interior o| the lines, the 
retention also of dialect forms not his own, and the occa- 
sional change of a rhyme-spelling or rhyme-word, improving 
or impairing the rhyme.'^ Fnll information as to the extent 



1885, Wlchter, Unter9uchunffen Uber die Beiden Me, Oed. R and V. 

und Otuel, Berlin diss. 
1882, Kostermann, Ueher Spraohe, Poetik %nd 8tU der aUengliechen 

Oregoriua Jegende dee AuohMeok MB., Milnster diss., Hagen 

1. W. 
1914, Die Me Oregoritu legende, ed. Keller, Heidelberg. 

I have not been able to examine either of the two following: 
1876, F. Schuls, Die englieohe Oregorlegende naoh detn Auchinleoh M8, 
1909, Keller, Einleitung eu einer Kritiaoher Auegtkbe der Me Oregoriue 

Legende, Kiel. 
1882, Sir Trietrem, ed. Kdlbing, Heilbronn. 

1884, Amis and Amiloun, ed. KOlbing, ABB 2, HeUbronn. 

1885, Floria and Blaunchefleur, ed. Hausknecht, Satnml. Engl. Denkm, 

V, Berlin. 

1886, Aeeumption of the Virgin, ed. Schwars, ESt VIII :427 

1887, Sir Guy of Warwick in WHda, Ueher die Oertliche Verhreitung 

der U'eeWgen Schtoeifreimatrophe in England, Breslau, pp. 
46-66. The summary in PMLA 20, zxviii. of Penn's article 
On the dialect of the Auch. and Caine MBS of Ouy of War' 
wick gives no facts about the scribe. 

1888, The King of Tare, ed. Krause, SBt XI :1. 

1889, Horn Childe and Maiden RimnUd, ed. Oaro, BSt XII: 828. 

1889, The Debate of the Body and the Soul, ed. Linow, Erl Beitr. L 
1892, Kunse, The Deeputiaoun etc . . . Tewtkritiaohe Verauoh, 

Berlin Diss, (not accessible to me) 

1890, Arthour and Merlin, ed. KOlbing, ABB 4, Leipsig. 

1890, The Seven Sagea in Arthour and Merlin ed. KOlbing, pp. LVII- 

LIX and note to p. L.VIII. 

1891, Bachmann, Die Beiden Metr. Yeraionen dea Me Cantioum de 

Creations, Hamburg. (Listed above as Adam and Bva) 
For the following worlcs as copied by a, I know of no lingiuistic studies 
in print. 

(4) St. Margaret, (5) St, Katherine, (8) The Harrowing of Hell, (9) 
The Clerk Who Would See the Virgin, (12) Marie MaudeMn, (IS) 
Joachim and Anna, (14) The Seven Deadly Sine, (16) Pater Noater, (17) 
Sir Degarre, (20) On the BvU Timea of Edward II, (28) il Peniworth 
of Witte, (83) King Aliaaunder, (84) The Throatleoook and the Night- 
ingale, (86) The Sayinga of St. Bernard, (86) Paalm L, (89) The Ene- 
miea of Man, (42) The Praiae of Women, (48) King Richard. It is pos- 
sible that MaU's edition of (8) The Harrowing of Hell, Breslau, 1871, 
which I have not seen, may contain some information on the language 
of the Auchinleck version. For (17) Sir Degarre I have complete studies 
of phonology and inflection in MS. 

■For The Debate of the Body and the Soul (p. 19) we learn only of a 
MS mixture of unspecified dialects, for The King of Tare (p. 19) of N 
and S mixture with N prevailing. Isolated forms in The Seven Sagea 
(in Arthour and Merlin, p. Iviil), Cantioum de Creatione (p. 17), and the 
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and conditions of his alteration or retention of forms is want- 
ing, and it is only full information that is really serviceable. 
The basis, also, for inferences as to a 's copying-methods, 
namely, complete statistics for the total variety of forms in the 
texts he copied, is also wanting, for the most part, in the lin- 
guistic studies.* The four which do describe the total variety 



Assumption (p. 447) are more or lees tentatively aasigned to a scribe. 
For Horn ChUde the scribe is credited with respecting the original on 
the whole in spite of the presence of S forms within the line (p. 848) ; 
in Roland and Vemaffu (Wftchter p. 84) he is said to have introduced S 
forms within the line; for Amia and Amiloun (pp. xxUi-xzvi) KOlbins 
answers the question of how a's orthography corresponds to the NBM 
dialect assigned to the original, by listing more southerly forms found 
within the line and ascribing to a a more southerly dialect To the 
scribe's desire to improve the rhyme is attributed the form of one word 
in Arthour and Merlin (p. xxii). In Sir Orfeo he is described as allow- 
ing some inconsistencies of spelling (p. 44), of inflection (pp. 67, €8), and 
as altering — if he be the N or NM transmitter referred to— the spelling 
of a S dialect criterion at the expense of the rhyme to conform to his 
own usage (p. 47). The same and other traits are noticed in his prac- 
tice in Bir Triatrem; KOlblng tells us he introduced S peculiarities in 
vocabulary and in inflection (no phonological examples are listed), but 
inconsistently left a number of N forms (p. Ixxvii) ; that he is careless 
and inconsistent about the placing and omission of final e owing to the 
fact that this sound was only Just audible to him (p. Ixvi-) ; but that, on 
the whole, he was not careless, though he disturbed rhymes by insert- 
ing his own dialect forms, spoiled one by replacing a rarer by a com- 
moner word, and made some mistakes by letting his eye run ahead of 
the line he was copying (p. xiii). 

*If we disregard such introductions as LAurin's to Lay le Freino and 
Herrtage's to Roland and Vemagu, which, omitting phonology, summar- 
ise with a few random examples the inflections of the text as a whole, 
we may distinguish three kinds of editorial practice in the presentation 
of linguistic forms in texts copied by a. According to the first the in- 
vestigator, concerned solely with identifying the dialect of the original, 
gives only dialect criteria in establishing rhymes. (See On^ of War- 
wick in Wilda, Ueber die 6rtliohe verbreitung, etc., pp. 8 and 41 ft.; 
The Debate of the Body and the Soul, ed. Unow, pp. 18-18 ; Arthur and 
Merlin, pp. xxi ft ; The Seven Sagee in Arthour and Merlin, pp. Iviii ft. and 
note.) According to the second, after presenting forms of this kind, he 
adds in another section some generalisations with selected examples, or 
else some details, about scribal peculiarities within the line. For St. Pat' 
riok'e Purgatory (pp. 98-98), for Roland and Vemagu (W&chter, pp. 82- 
86), for Sir Trietrem (pp. IviMvUi), and for Horn Ohilde (p. 848), the 
editors give these extra facts about MS inflection and vocabulary only, 
not about phonology; (but cf. Sir Triatrem, p. xoi, on preponderance of 
d for OE d within the line) ; for Amia and Amiloun (pp. xxxiii ft.) we 
learn also the MS equivalents of OB y; for The King of Tare (pp. 19- 
21) we get lists, phonological and inflectional, of what the editor calls the 
most characteristic MS forms, incomplete lists Illustrated by a few ex- 
amples not in rhyme. According to the third method, the editor presents 
In one section the total variety of forms in the MS, distinguishing ex- 
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of forms/ distinguishing between those in rhyme and those 
not in rhyme, and between establishing and non-establishing 
rhymes, do not give statistics as to the frequency of occur- 
rence of all forms.* 

Under these circumstances I decided to see what I could 
find out about a's methods by gathering all the facts as to his 
treatment of some OE vowel occurring frequently in one of 
the longer texts. I chose for examination OE a, because its 
development is an important dialect criterion, and because 
it occurs frequently enough in and out of rhyme to af- 
ford large bodies of evidence; and I chose Sir Trisirem 
as a basis, because in it the dialects of original and of scribe 
appear to be in strongly marked contrast, and also because it 
alone has an exhaustive glossary. The facts regarding the 
presentation of OE a are as follows : 

1) OE monosyllables ending in d are regularly written 
with 6 in rhyme-words in Sir Trisirem; in the 3343 lines there 
are twenty-six rhyine-series with 6 (stanzas 4, 10, 23, 40, 45, 
87, 93, 96, 137, 154, 157, 158, 163, 167, 170, 185, 192, 197, 212, 
217, 222, 234, 245, 271, 293) ; four rhyme-series with 6 : 6 
(stanzas 193, 269, 278, 291) ; two rhyme-series with & (stanza 
56 tax "Zflisa: mai pra, and stanza 252 sla: ma: ta: wa: tva) ; 

amples not in rhyme from those in rhyme, and estabHshinfir from non- 
establishing rhymes. He does not give the exact proportions In which 
the several forms oocur, but he generally glyes all instances of excep- 
tional forms. For titles of works thus edited see below, note 7. 

^ Sir Orfeo (pp. 87-85), Floria and Blaunche^ur (pp. 108 ft.). The 
AMSumption of the Virgin (pp. 444-447), and the Canticum de Creations 
(Bachmann pp. 2 ft.). Kostermann, Ueber Sprache, Poetik und StU der 
iiltengUaoheH Oregorimelegende dee AMOhinleok M8, gives no phonology 
except for the ablaut verbs, and, for inflections, does not distinguish be- 
tween forms in rhyme and forms not in rhyme. 

*For example, with regard to the preposition on (an), within the line 
and in rhyme, all we can learn from the introduction to Florie and 
Blauneheflevr (p. 109) is that two rhymes of an with man occur (w. 821, 
1149) ; from the introduction to Horn ChiJde (p. 887) that there is one 
rhyme ^eron: don (829), and one an: for pan (888). For Sir Trietrem, 
on the contrary, KOlbing's excellent glossary (p. 186) gives complete 
facts: Ofi occurs once in rhyme and five times out; the weakened form 
a twenty-one times and o ten times, both out of rhyme ; on occurs every- 
where else, though not in rhyme. For Sir Orfeo, Zielke (p. 87) first 
gives on as customary and an (except for <iiMm) as found only in A 186 
[an heljing]. Then below he cites opon: man 504, besides customary 
open. Precise figures are wanting. 
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and two mixed rh3rme-8eries with 3 and 6 (stanza 21. ga: ta: 
ma: also, and stanza 71 wo: ta: slo: pro). Out of rhyme all 
open monosyllables have 6 for 0£ a. 

2) In closed monosyllables and words of more than one 
pliable the practice is apparently reversed: 

(a) OE a appears as a in forty-two rhyme-series of dis- 
syllables (stanzas 14, 17, 20, 32, 33, 34, 35, 39, 45, 53, 62, 66, 
73, 75, 85, 87, 94, 99, 102, 105, 106, 112, 143, 162, 166, 175, 
180, 191, 195, 227, 240, 246, 250 (2), 256, 266, 281, 282, 297, 
298, 302, 304), in two rhyme-series of closed monosyllables in 
't (stanzas 191, 227), and in five rhyme-series of monosyl- 
lables in -n (stanzas 11, tan: Morgan: sian: onan; 25, 
Morgan: man: stan: an: ban; 82 Morgan: tan: stan: nan: 
ban; 91 tan : pan : nan : ban : ytan; 129 ran : an : wan : man : 
tan.) 

(b) OE a appears as o in four rhyme-series of dissyl- 
lables (stanzas 26, 46, 272, 303), in two rhyme-series of mono- 
syllables, and in one end- word not rhymed (stanza 79, wot: 
smot; 98 smot; 135 ston: ichon: bon: don: ton). 

(c) There are also six rhyme-series in which a has written 
fare : ware; 280 sore : more : ^are; 71 rowe : knave; 159 wrop : 
a : 6 (stanzas 50 more : schare : ware : ^are; 183 pi nore : sore : 
clop: bape: rape; 69 anon: bigan: tan: pan). The glossary 
gives no forms in a out of rhyme. 

What hypothesis will explain this apparently inconsistent 
presentation of OE df A fairly simple one, I think. In a 
N poem of the date of Sir Tristrem (ca 1300) the author 
would (in all probability) have written a mainly, if not ex- 
clusively;* the S or SM scribe's equivalent would be 6.^^ 



*Mor8bacb, MB Oram., p. 1S6. 

*The chief proof that the scribe a wrote a southerly dialect Is ad- 
duced by Kdlblng In Bir TriBtrmn (p. Ixxvli), and this identification is 
confirmed, on the whole, by the subjoined list of editorial opinions ar- 
rangred in chronolosrical order. Such variety or vagueness of opinion as 
there is In the list is probably not unrelated to the fact that no one of 
the editors concerned, so far as I have observed, refers to editions of 
other texts copied by a for relevant facts or theories about a's dialect; 
no one by explicit statement betrays his knowledge that one scribe copied 
all these works or even more than one of them. The opinions are as fol- 
lows: 

1880. Zlelke said that the MSS of Bir Orfeo (S or SM) pointed to- 
ward BM (p. 42) ; and that they all showed a mixed dialect 
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What has been the scribe's system of treating the fairiy large 
number of a's which it is not too violent an assumption to 
suppose that he found in his original t Apparently he has 
had two main tendencies: (1) to write his own 6 forms; (2) 
to write each rhyme-series with one vowel, 5 if o could not be 
carried through. 

In the series of open monosyllables these two tendencies 
coincide; the scribe writes all but two of the series witli one 
vowel only, and of these one-vowel series he writes all but two 
with 0, which he is able to carry through. That he does not 
write in stanza 56 is probably due to the fact that 3a is one 
of the rhyme words. It is to be noticed too that in both this 
and the other a series (stanza 252), and in each of the mixed 
series (stanzas 31 and 71), the word ta occurs. Though a 
writes it io in five series (stanzas 54, 87, 234, 245, 269), once 
(stanza 269) in rhyme with do, he may have been more will- 
ing to keep a in this Northern word, and in a series in which it 
occurs, than in a word where the o-f orm would be part of his 



in which M predominated, though the Auohinledt MS had 
N and S forms side by side (p. 54). That he attributed N 
forms to a appears in his statement that lUe (OB lyt) 
( ifrute) in MS A was due to the N or NM transmitter, where- 
as the original belonged to S, though not to Kent, where lite 
was in use (p. 47). (May not Ute be Kentish here?) 

1882. Herrtage described the writer of Roland and Vemoifu and of 
Otuel (poems by two different hands according to KOlbing, 
E8t YII:188) as an BM scribe "who from some reason or 
other was acquainted with S literature" (p. xvl). Three 
years later WEchter assigned him to S (p. 84). 

1882. Kostermann, after identifying the original dialect of the Leg- 
end of 8t. Gregory as BM, said the text had N and S peculi- 
arities, but more N (p. 8). 

1882. KOlbing adduced inflectional evidence to prove that the scribe 
of Sir Trietrem wrote S (p. IzzxvH). 

1884. He said the scribe of Amis and AmiUmn wrote a more southerly 
M than the author (p. zzxv). 

1886. Schwarx guessed that a Kentish e in The AeeumpHon might 
be due to some scribe (p. 447). 

1888. Krause found N and S forms greatly mixed in both MSS of 

The King of Tare, with N forms greatly predominating in 
MS A (p. 19). He drew no conclusions as to the scribe's 
dialect. 

1889. Caro found S peculiarities in Horn ChUde, but said the scribe 

had on the whole preserved the "N resp. BM text" (p. S4S). 
1889. Linow described the MS dialect of The Debate of the Body and 
the Soul as very mixed (p. 19). 
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own usage. The absence of open monosyllables in a within the 
line illustrates the scribe's first tendency. 

In the representation of OE a in dissyllables the second 
tendency, to write one rhyme-sound in a series, prevails over 
the tendency to write the familiar 6, There are forty a-se- 
ries, in thirty-seven of which a is the only sound that could 
be carried through. One of the three exceptions is a series 
(stanza 298) in which the S equivalent would be bide: ride; 
in the other two (stanzas 162 and 250) we have pare, for 
which the scribe's equivalent is pere. Here, again, as for 
id (to), he may have been more willing to leave the a form 
than if the 6 form had been his own usage. The glossary 
gives pore only three times, as opposed to pare once (it should 
be three times), par twice (in one stanza rhyming with fixed 
a), and pere regular out of rhyme and five times in rhyme. 
The four 6 series which occur beside the forty a series of dis- 
syllables illustrate again the coinciding of the scribe's two 
tendencies, and the 6 forms within the line illustrate the first. 



1890. When KOlblnir called the dialect of the Auchlnledt version of 

The Severn Wiae Maetere a marked S (Arthotir and Merlin, 
p. IvUl) ; and when Klllls Campbell remarked of It (1907) 
'^extually A la comparatively pure. Its dialect la Kentlah" 
(The Seven Sagee, Boeton, 1907, p. zzxvil), both probably 
referred to the version rather than the text, but the Inference 
la perhaps permissible that the text Is also free of N forms. 

1891. Bachman Indicated for Cantioum de Oreatitme forms In MS 

from farther N than SBM (p. 17), and sussested that some- 
one might possibly attribute the present participles Inland to 
a N scribe (p. 16). 
I do not know whether Mall in his edition of the Harrowinff of Hell 
(Breslau, 1871) characterized a's dialect, or Penn in his article on the 
dialect of Sir Ouy of Wanoiok (summarised PMLA 20. xxvii). KOlbins, 
in editing St. Patrick'e Purgatory and Arthowr and MerUn, did not com- 
mit himself, nor did Hausknecht in edltinfr Floria and Blanchefleur, nor 
Wllda on Guy of Warwick, nor Laurin on Lay le Freine, 

Again, even if one considers not the editorial definitions of the scribe's 
dialect given above, but merely the general statements as to the variety 
of forms in the MSS, one finds additional confirmation of the southerly 
Identification. In texts where many N and NM forms are said to occur, 
where the original dialect is represented as being N or NM, there also 
occur S forms, as in Sir Trietrem, The King of Tare, Roland and Vemagu, 
Bom ChQde, and The Legend of St. Oregory; whereas In The Aeeump- 
tion, and in The Seven Wiae Maetera, of S or SM extraction, N forms, it 
seems, do not occur, — surely corroboration for those who assign a S or SM 
dialect to a rather than for those who, like Zielke in Sir Orfeo, would 
assign him a N one. 
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Of the five mixed dissyllable series (stanzas 50, 71, 159, 183. 
280), two (159 and 183) fall into two shorter series apiece; 
the other three appear to be inconsistent; it is perhaps worth 
note that in all five the scribe begins with his own vowel and 
fails to carry it through ; in one case (183) because he cannot. 

Finally, of closed-monosyllable series, the majority have 
a throughout. Here we find two series in d before t (stanzas 
191, 227) where 6 could not be carried through; two in -n 
with the rhyme words tan and Morgan (stanzas 11, 82) ; one 
(stanza 91) with the rhyme words tan and pan; one (stanza 
25) with Morgan and man; (I have not seen OE a (o) written 
in any of as copies.) In other words, the second principle 
applies : a is carried through because o cannot be written, and 
a has left the form tan perforce, or because he objected to it 
less than to pon for pan,^^ In the only mixed series (stanza 
69) he begins with anon (cf. the opening o of all dissyllable 
mixed-series) but proceeds with tan, bigan, and pan. He 
uses ton only once, in rhyme with don, ston, etc. (stanza 135). 

I am not presenting these particular inferences as to a 's 
methods as conclusively proved, though I think they are 
sound. For proof one would need to get, as a rapid exam- 
ination leads me to think one could, the same results from 
other poems and for other vowels and for inflections, at least 
when these occur in large numbers. What is important is to 
recognize that in such a large and dialectally miscellaneous 
MS collection as the Auchinleck, it is possible, owing to the 
mere bulk and variety of material,** to get more definite 
knowledge of the scribe's methods of handling his original 
than editors have as yet obtained. It is unnecessary, of 
course, to expatiate on the value of such information in in- 
terpreting conflict of dialect forms in anonymous texts, es- 
pecially when it is combined with further information about 



u Cf. the series, with no OB d In It, ran: ^an: wan: man: tan (stansa 
129). 

^* Arthour and Merlin alone has nearly ten thousand Ilhes ; Bit Triatrmn 
and the continuation of Ouy of Warwick have between three and four 
thousand each ; Amis and AmOoun and The Seven Sagea between two and 
three thousand each ; Pope Oregory, The King of Tare, 8t Patrick's Pwr- 
gatory. Sir Degarre, and Bom Ohnde, over a thousand each; and the 
nineteen remaining poems averase perhaps four hundred lines apiece. 
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any consistencies the scribe may have exhibited as to spelling, 
phonology, or inflection ; but perhaps it cannot be insisted too 
often that the only basis for this desirable knowledge is just 
the exhaustive information about the total variety of MS 
forms which the Auchinleck editors on the whole did not 
think it important to give.^* 



'■For the practice of giving little Information as to the total yarlety 
of forme In any one poem, KOlblnir seems to haye been largely respon- 
sible. In the introduction to 8t, Patriok'9 Purgatory (p. 98) he said that 
he confined himself to rhsrme-established forms as the only basis for dia- 
lect determination. He criticized Haudcnecht for too thorough presen- 
tation of forms within the line: one should confine oneself to rfaymfr- 
established forms, or at least treat these separately from forms out of 
rhyme iB8t IX:94). His pupil Schwars, editing The A99wm9tUm, apol- 
ogised for paying more attention to forms within the line than would have 
been required under different circumstanoes {E8t VIII: 444). The source 
of K51bing's view is to be found in a statement which he repeats in Bir 
TrUtrem (p. Ixxvii) from Zupitsa: — ^Wenn ich mich schliesslich vom 
dialekte des dlchters dazu wende, su characterisiren, wle der abschreiber 
in sprachlicher hlnsicht mit selnem texte umgegangen ist, so gedenke ich 
mich dabel sehr kurx su fassen ; die ansicht Zupitsa's, Ann, f. d. a, VI, p. 
46, er sehe kelnen swede darin die lautlehre der einselnen handschrlften 
ausfOhrlich su behandeln und dabefr fflr l&ngst bekannte sachen neue 
belege vdrxubringen ; er glaube, es hauptsftchlloh nur darauf an, den 
dialekt des denkmals selbst su beetimmen, woftlr natflrUch die reime 
von der grOssten wichtigkeit selen — scheint mir dnrchaus das rlchtige 
su treffen. Zudem glbt Ja das glossar fiber alle vorkommenden formen 
anschluss. 

Wftchter, echoing K51bing's view for RoUMnd and Yemagu (p. S4), adds 
that if we had all the forms, we could not tell which belonged to the 
scribe and which to the author. 

The reason why KOlblng, with other scholars, overlooked the use- 
fulness of exhaustive information, seems to have been that he had too 
mechanical a conception of the value of the establishing rhyme. He 
passed from the explicit statement that atUy establishing rhymes are 
evidence for dialect, to a practice implsring that all establishing rhymes 
are evidence; whereas, of course, only rhymes at once establishing and 
authentic are evidence, and when we have a unique text, not autograph, 
by an anonymous author, we have no absolute proof as to what rhsrmes 
are authentic. For example, according to KOlbing's own theory, based 
on the evidence of inflections, the scribe of Sir Triatrem wrote S (pp. 
Ixxii-lxxviU), and the poem itself is quite certainly N (pp. Ixix- 
Ixxvil). Tet when there occurs in establishing rhyme a form typical 
of 8 rather than of N, K51bing regularly, and of course rightly, tries 
to find evidence for its use in N, but he does not mention the possibility, 
o priori often a probability, of the form's being due to the scribe. He 
finds parallels, for example, in Twain and Oawain and in Sir PeroyveUe, 
for the few monosyllabic infinitives in -n; but these two romances oc- 
cur in late unique MSS, and K51bing does not mention here that -» 
forms occur also out of rhjrme in Sir Triatrem (p. Ixxiv). He says he 
fails to find in N any parallel to the single established infin. in -i, but 
does not mention in the same cdntext that infinitives in -i occur within 

11 
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the line (p. Izzvil). Agmln, when he lists Inflectional fonns in Sir TrCe- 
trem due to a 8 scribe, he giyes only those within the line (i>p. Izxrll ff)» 
implying apparently that rhsrme-forms are not scribal, though later 
(p. xei) he speaks of establish jnc rhymes as the only ones attrib- 
utable certainly to the author. Here we need to remember that mediae- 
val scribes, not knowing that establishing rhymes would be so precious 
to modem inyestigators, did not feel there was any taboo against chang- 
ing them, and that difBculty was probably their only deterrent There 
is no proof that a did not sometimes change establishing liiyme-forms. 
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THE ORIENTAL IN RESTORATION DRAMA 
Louis Wann 

The phrase ''Light from the East" possesses, by yirtae of 
an accident of geography, a more nnique significance for 
English literature than for any other important literature 
of modem nations. Every outside influence of importance 
has, necessarily and literally, come from the East, in con- 
tradistinction, for example, to the case of Russian literature. 
But we do not, of course, use the phrase in this broad sense. 
The two greatest cultural influences in the formation of Eng- 
lish thought and literature through the centuries, that of 
Oreek and Roman civilization conveyed by means of the 
Renaissance, and that of Hebrew civilization conveyed, for a 
longer period, by means of the Bible, are both, in a stricter 
sense than that just used. Oriental in provenance and nature. 
Yet we do not call the classics and the Bible Oriental. There 
is, then, a third important civilization or group of civiliza- 
tions, which, though deprived of the stimulus of a Renais- 
sance or the irresistible power of a Bible to aid it, neverthe- 
less made its attraction felt fairly early in English literature, 
and for the past four hundred years has affected with in- 
creasing profoundness the literary expression, if not the life, 
of the English people. This third civilization we call that 
of the Orient. 

Because of its important place in the history of the liter- 
ature, the influence of the Orient deserves more study than we 
have hitherto given it. Except for the eighteenth and nine- 
teenth centuries, it has been neglected.^ And it is in the 



^Only two Important contrlbutiona to the subject, and theee In re- 
stricted fields, baye been made: Conant. Martha Pike, The Oriental Tale 
m BntfUmd in the mh Century, 1908, and Meester. M. B. de, Orieniol 
Jnihtencee in the Bnffliah Literature of the J9th Century, 1916. Com- 
pare the fuller treatments for French literature by Martlno, Pierre. 
L'Orieni dame la Uttirature francaiee am mvU* et am tfvOf eiicle, 1901. 
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two centuries preceding these that the real beginnings of the 
influence may be seen and studied, with its gradual develop- 
ment toward the conception of the Orient that produced the 
eighteenth century tale, the Orient-fascinated poet of the 
Bomantic movement, and finally the scientific Orientalist of 
the nineteenth century. The place of the Oriental in Restor- 
ation drama constitutes one chapter in this study of four 
centuries of influence, which, linked with a similar study of 
the Oriental in the Elizabethan drama^ and the half-century 
preceding it, offers significant evidence of the manner in 
which the lure of the Orient fastened itself upon the English 
dramatist and the English citizen, and revealed itself in the 
productions of the stage during the sixteenth and seventeenth 
centuries. A consideration of the conception of the Oriental 
as a dramatis persona in Restoration drama may, then, profit- 
ably be entertained. 

By way of clearness, we may first distinguish clearly the 
meaning of Orient and Oriental. Though these words con- 
vey to most minds a signification definite enough as opposed, 
broadly, to Occident and Occidental, they are yet capable 
of various interpretations when the question of exact de- 
limitation is raised. What are the exact or approximate 
boundaries of the Orient, both in time and place (for it is a 
question both of chronology and geography) t Just what 
are the elements that go to form our picture of the Orient t 
In the broadest sense, an Oriental is one whose native habitat 
lies, without respect to time, within the following geographical 
area in the three continents of Europe, Africa, and Asia : In 
Europe, the Balkan States, Oreece, and European Turkey; 
in Africa, all the lands bordering the southern shore of the 
Mediterranean, including the modem states of Morocco, Al- 
geria, Tunis, Tripoli, and Egypt; in Asia, practically the 
entire continent, from the Mediterranean to the Pacific, in- 
cluding the Oceanic Archipelago. 



'See my article. The Orientdi in SlUMbethan Dromio, In Modmy^ PM- 
ioloffv XII: 42S-447 of which this study Is a continuation on the same 
general plan and to which rather frequent reference must be made in 
the present paper. 



Digitized by VjOOQIC 



THB ORIENTAL. IN RB8TORATION DRAMA 1^5 

Bat this broad conception of the Orient, for us of the twen- 
tieth century, as well as for Englishmen of the sixteenth and 
seventeenth centuries, is virtually a composite of three 
kindred conceptions of the Orient, corresponding to the three 
great influences above-mentioned. We may call these, for 
lack of better terms, the biblical Orient, the classical Orient, 
and the Orient proper. The distinction will be dear if we 
compare three specimens of the English drama, whose sub- 
ject-matter is alike in being Oriental in the broadest sense, 
yet different in varying distinctly the connotation of the term. 
Peele's David and Beiksabe, Dryden's AU for Love, and 
Davenant's Siege of Rhodes are all Oriental, insofar as their 
scene of action is concerned. Tet the first is biblical, the 
second is classical, and only the third is specifically and 
properly Oriental. 

In addition to limitations of habitat, then, we shall have 
to fix limitations of time that will exclude the biblical and 
classical character. The clearest dividing line is the sixth 
century, which saw the rise of Mohammedanism with its 
attendant menace to Europe and the consequent focusing 
of attention on the Saracen, Moor, Tartar, Turk and other 
races of the Orient proper. The term Oriental, as here em- 
ployed, then, designates anyone whose native habitat was in 
any of 13ie parts of Europe, Africa, or Asia above described 
since the rise of Mohammedanism in the sixth century. Only 
those characters thus limited by time and place may truly 
be called Oriental. 

With the limitations of the field thus fixed, we may proceed 
with three purposes in view: First, to present a corpus of 
Restoration plays whose dramatis personae contains at least 
one Oriental; second, to make an analysis of this body of 
plays on the basis of type, sources employed, scenes of action, 
nationalities represented, and customs depicted; and third, 
to form some conclusions regarding the accuracy and extent 
of the knowledge of Restoration Englishmen concerning the 
Orient, particularly as compared with the knowledge revealed 
by Elizabethan Englishmen. 
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With the above definition in mind, I have gathered together 
the following body of plays, arranged in chronological order, 
according to the most probable date of composition. The list 
includes information regarding the title, author, scene of 
action, and sources employed. The scene of action here 
given is merely the country. The sources given are the result 
of the consensus of best opinion. Exhaustive examination 
of all the sources for the purpose of verification has been 
obviously impossible. In some cases, however, to be noted 
later, I am largely responsible for the determination of the 
sources here indicated. 

List of Plats' 

1. 1656. The Siege of Rhodes (Part I). Sir Wm. Dav- 
enant. H. Play (operatic). Rhodes. Sources: 
for historical matter, EnoUes, Oenerall Historie 
of the Turkes, 1603, and Bosio's Istoria deUa 
sacra reUgtone, etc., 1594; for romantic matter, 
doubtful.* 

•2. 1658. The Tragedy of the Unhappy Fair Irene. Gil- 
bert Swinhoe. Trag. Turkey. Based on 
EnoUes' Historie (t). 
3. 1661. The Siege of Rhodes (Part II). Same as S. of 
R. (Parti). 

•4. 1664. Irena. Author unknown. Trag. Turkey (!) 

Source unknown. 
5. 1665. Mustapha, the son of Solyman the Magnificent. 
Roger Boyle, Earl of Orrery. H. Play. Hun- 
gary. Based on the episode of Mustapha et 
ZSangir in Mile, de Scud6ry's IhraJiim, ou 
L'lUustre Bassa, 1641 (possibly through H. 
Cogan's translation, 1652). 



•I have had acceni to all but the six plays deslsnated by an asteriik. 
Two of these, Howard's Oonqu€9t of China and Vienna Bewieffed, are non- 
extant, whUe Tamerlane the BenefU)ent ejdsts in MS only. Copies of the 
remaining three are rare and difllcult of access. 

« For the latest discussion of the sources of this pUy see J. W. Tuppei^s 
edition of Lave and Honour and The Biege of Rhodee, 180-1. 
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6. 1668. The Oreat Favourite: or The Duke of Lerma, 

Sir Robert Howard. H. Play (t) Spain. 
Based on an old play called The Duke of Lerma,* 
andy probably, contemporary historians. 

7. 1670 1 The Conquest of Oranada by the Spaniards 

(Part I). John Dryden. H. Play. Spain. 
Based mainly on Mile, de ScndSry's Ihrakim 
(1641), Almahide (1660), and Le Grand Cyrus 
(1649-53), as well as La Calpren&de's ClSo- 
poire and one or two Spanish sources. 

8. 1670 1 Same (Part 11). Same as Part I. 

9. C.1670. The Conquest of China by the Tartars. Elk- 

anah Settle. H. Play. China. Source doubt- 
ful, probably some contemporary history. 
•10. cl670. The Conquest of China by the Tartars.* Sir 
Robert Howard. H. Playt China t Source 
unknown. 

11. c.1670. The Empress of Morocco. Elkanah Settle. 

H. Play. Morocco. Based on material com- 
municated by the Earl of Norwich.^ 

12. 1671. Mamamou^hi; or, the Citizen turned Gentleman. 

Edward Ravenscroft. Com. England. Taken 
from Moli^re's Jf. de Pourceaugnac (1669) and 
Le Bourgeois GentiChomme (1670). 

13. 1671. Abdelazar; or, the Moor's Revenge. Mrs. 

Aphra Behn. Trag. Spain. Alteration of 
Lust's Dominion (ptd. 1657). 

14. 1672. The Gentleman Dancing Master. Wm. Wycher- 

ley. Com. England. Influenced by Calderon's 
El Maestro de Danzar (datet), and Moli&re's 
L'Ecole des Maris (1661). 



'8«e Howard's statement to this effect, apparently overlooked hereto- 
fore^ in his preface "To the Reader." 

*See Dryden's letter to his sons at Rome (Saintsbury's ed. of Dryden, 
XVlll: 188), in which he indicates his intention of alterinir Howard's 
play for stage presentation. 

* See Settie's dedicatory episUe to the Barl of Norwich. 
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15. 1672. Amboyna. John Dryden. Trag. Molucca 

Islands. Main plot founded on history; the 
rape of Ysabinda from Cinthio's Gli Hecaiomr 
mUlii (1565). 

16. 1674. The Empress of Morocco. Thomas Duffet. 

Farce. Morocco. A burlesque of Settle's play 
(see above). 

17. 1674. Love and Revenge. Elkanah Settle. Trag. 

France. A material alteration of Wm. Hem- 
inge's The Fatal Contract (ptd. 1653). 

18. 1675. Aurengzebe. John Dryden. H. Play. India. 

Based mainly on The History of the Late Rev- 
olution of the Empire of the Great Mogol, etc. 
By FrauQois Bender. First Eng. ed. 1671 ; one 
scene from Scud^ry's Le Orand Cyrus. 

19. 1675. The Siege of Constantinople, Nevil Payne t 

Trag. Turkey. Sources : for historical matter, 
doubtful, possibly EnoUes' Historie or Peter 
Heylin's Cosmx>graphy (1622) ; for contempor- 
ary allusions, the political situation in England. 

20. 1676. Ibrahim, the Illustrious Bassa. Elkanah Settle. 

H. Play. Turkey. Based on Mile, de Scudery 's 
Ibrahim (1641), possibly through Cogan's 
translation (1652, 1674) or George de Scudiry's 
play of the same name (1642). 

21. 1680. The Conspiracy: or, the Change of Government. 

W. Whitaker. H. Play. Turkey. Source un- 
known. 

22. 1681. Tamsrlane the Great. Chas. Saunders. Trag.t 

Tartary. Based on a novel called Tamerlam 
and Asteria (datet).' 

23. 1682. The Heir of Morocco, with the Death of Gay- 

land. Elkanah Settle. Trag. Algeria. Source 
doubtful, probably the same as for The Empress 
of Morocco. 



* Sm Saunders' preface to the play. 
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24. 1682. Venice Preserved. Thomas Otway. Trag. 

Italy. Based on Saint-Beal's historical novel, 
La Canjuratian des Espagnols contre la Venise 
en 1618 (1674). 

25. 1682. The False Count Mrs. Aphra Behn. Farce. 

Spain. From Molidre 's Les Pr Menses Ridicules 
(1659) and Les Fourberies de Scapin (1671). 

26. 1682. The Loyal Brother, or the Persian Prince. 

Thomas Southern. Trag.t Persia. Based on 
a novel called Tachmas, Prince of Persia, trans, 
from French by P. Porter (1676). 

27. 1686. The Sacrifice. Sir Francis Fane. H. Play. 

China. Source unknown, x>ossibly Enolles' 
Historic or a similar historical work. 

28. 1687. The Island Princess. Nahum Tate. Tragi- 

com. Molucca Islands. Alteration of Fletcher's 
Island Princess (ptd. 1647, 1679). 
*29. before 1688. Vienna Besieged.* Author unknown. 
Droll. Austria t Source unknown, probably 
contemporary accounts. 

30. 1689. Don Sebastian. JohnDryden. Trag. Morocca 

Source doubtful; mostly of Dryden's invention. 

31, C.1690. The Abdicated Prince : or, The Adventures of 

Four Years. Anon. Tragicom. (allegorical). 

''Hungaria Nova." An Oriental allegory of 

contemporary English history. 
•32. 1692. Tamerlane the Beneficent. Wm. Popple t Trag. 

Turkey. Source unknown. 
33. 1692. The Foiry-Queen. Elkanah Settle t Opera. 

Varied scene. Alteration of Shakespeare's 

Midsummer Night* s Bream. 
•34. 1694. The Ambitious Slave; or, a Generous Revenge. 

Elkanah Settle. Trag. Varied scene in Orient. 

Source unknown. 
35. 1696. The Royal Mischief. Mrs. De la Riviere Man- 
ley. Trag. Oeorgia (in the Caucasus). Based 



•Se« Haxlitt'8 Manual for the CoUector. , .of Old BngUah PU^y; 246. 
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on The Travels of Sir John Chardin into 
Persia, etc., 1686. 

36. 1696. Ibrahim, the 13th Emperor of the Turks. Mrs. 

Mary Pix. Trag. Turkey. Based on Sir Paul 
Ryeaut's The History of the Turkish Empire, 
from the Year 1623 to the Year 1677, etc 1687. 

37. 1697. The Mourning Bride. Wm. Congreve. Trag. 

Spain. Source unknown. 

38. 1698. Beauty in Distress. Peter A. Motteux. Trag. 

Portugal. Source unknown. 

39. 1699. The Island Princess. Peter A. Motteux. Opera. 

Molucca Islands. Altered from Tate's Island 
Princess. 

40. 1702. Tamsrlane. Nicholas Rowe. Trag. Turkey. 

Source unknown. 

41. 1703. The Governor of Cyprus. John Oldmixon. 

Trag. Cyprus. From a novel called The Gov- 
emour of Cyprus, or The Loves of Viratto and 
Dorothea (datet) 

42. 1704. The Conquest of Spain. Mrs. Mary Pix. Trag. 

Spain. Based on Wm. Rowley's AWs Lost by 
Lust, 1633. 

43. 1704. Abrormvle; or. Love and Empire. Joseph 

Trapp. H. Play. Turkey. Source unknown. 

44. 1706. Almyna, or The Arabian Vow. Mrs. Manleyt 

Trag. Arabia. Founded on some "Life'* of 
Caliph Valid Almanzor, and the beginning of 
The Arabian Nights Entertainments. 

45. before 1708. Irene, or The Fair Greek. Chas. Qoring. 

Trag. Turkey. Source unknown. 
We have here a body of forty-five Restoration plays in- 
troducing Orientals into the dramatis personae, as compared 
with a similar number in the Elizabethan i>eriod.^^ Of these 
forty-five, only two are non-extant, Vienna Besiege^ and 
Howard's Conquest of China, as compared with thirteen 
non-extant plays in the earlier period. The time covered by 



<* There are 47 In my publlahed list But I have since added Myeral 
playt, in most of which, however, the Oriental element is slight 
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this group is 52 years, from 1656 (the date of The Siege of 
Rhodes, the first Oriental play since the closing of the theatres 
in 1642) to 1708, by which time the dominance of Bestoration 
ideals may be said practically to have ceased. A merely ex- 
ternal comparison of the Restoration and Elizabethan groups 
of plays reveals several interesting likenesses and differences. 
In the first place, it is obvious that the vogue of the Orient 
was a more continuous and lively one in Bestoration drama 
than in the preceding era. The noticeable gaps between the 
four successive groups of Elizabethan plays^^ find no parallels 
in the later period. Tet, although the plays follow one an- 
other much more r^^ularly, they fall likewise into four fairly 
distinct groups, as follows: 

I. 1656—1668 12 years 6 plays 

II. 1670—1676 6 years 14 plays 

III. 1680—1699 19 years 19 plays 

IV. 1702—1708 6 years 6 plays 

It is dear that, so far as numbers go, groups 11 and III 
are the main centers of interest — ^a body of thirty-three plays 
in about thirty years. It is interesting, moreover, to note 
that group II synchronizes in the main with the period of 
the heroic play and that seven heroic plays are here founds 
whereas in group III ten of the nineteen plays are tragedies, 
an evidence of the changing emphasis upon type between 
1675 and 1680. Oroups II and III are, then, the heroic play 
and tragedy groups respectively. Groups I and II are not 
without their distinctive importance, however, since, when 
the plays are considered from the point of view of their 
wholly Oriental character, these two groups show a far larger 
number of plays entirely Oriental (five in group I and all in 
group II) than the two middle groups. 

Not merely in comparative numbers, however, does Restor- 
ation drama reveal greater interest in the Orient than does 
Elizabethan drama. Considerable as were the number and 



us«e the article above Indicated, Mod, PML XII: 42<. Succeedins ref- 
erences are to following parts of the same article. 
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range of authors represented in the earlier period, their num- 
ber and range are even more considerable in the later period. 
The appeal of the Orient to Restoration dramatists was far 
wider, attracting every important writer of heroic and tragic 
plays in the whole period with the single exception of Lee. 
Comedy, as was noticeably true of the earlier period, is scant- 
ily represented, being inherently little adapted to the treat- 
ment of Oriental matter. Dryden, Davenant, Otway, Eowe, 
Wycherley, and Congreve are all present, as well as less 
important but well-known figures like Boyle, Howard, Settle, 
Southern, Bavenscroft, Fane, Tate, Motteux, Mrs. Behn, Mrs. 
Fix, and Mrs. Manley, not to mention the distinctly minor 
dramatists. The figures lacking are, aside from Lee, all 
comedy writers — ^Etherege, DlJrfey, Farquhar, Shadwell, 
Vanbrugh. Not merely this range of representation, how- 
ever, is significant. The fact that Dryden contributed five 
plays. Settle seven, and several others two each indicates that 
the Orient was made use of in more than a merely casual 
manner — ^that it had, in a word, a distinct place, more so 
than in Elizabethan drama, in the business of play production. 
In turning to the more detailed analysis of individual 
plays, we may first consider briefly the matter of dramatic 
types. The following summary indicates the types found, 
with their relative frequency: 

Types op Plays 

Heroic plays 12 

Heroic plays (operatic) 2 

Tragedies 22 

Tragi-comedies 2 

Comedies 2 

Operas 2 

Farces 2 

Drolls 1 

45 
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As in the case of Elizabethan drama, the serious plays con- 
stitute the great majority, only seven being of a lighter nature. 
The Elizabethan conqueror play has given way to the heroic 
play, and the plays of travel and adventure, at best a tempor- 
ary outburst of a decade or so, do not appear at alL The 
opera, farce, and droll are new forms, though of little im- 
portance. The primary interest, of course, centers in the 
heroic plays and tragedies, especially the former. Of the 36 
plays of these two types, three are difficult to classify. The 
Duke of Lerma, though included by Dr. Chase^* in his list 
of heroic plays, is described by Langbaine^' and Ristine^* 
as a tragi-comedy, and it would seem difficult, in view of its 
blank verse medium and Howard's opposition to rhymed 
verse, to square it with Dr. Chase's definition of the heroic 
play. In like manner, Tamerlane the Great and The Loyal 
Brother, though in blank verse, are as clearly of the heroic 
type as The Duke of Lerma,^^ Both tone and medium are, 
perhaps, distinct enough in the heroic play type in general, 
but it would seem that tone should be considered of first 
importance as a criterion. Two heroic plays not considered 
by Dr. Chase (aside from the two doubtful plays just men- 
tioned) are Howard's non-extant Conquest of China and 
Trapp 's Abra-mule. Altogether, the prominence of the heroic 
play in our list is the most significant feature of this study 
of types, since not only do we find seven successive examples 
between 1665 and 1670, but these include such prominent 
landmarks as Dryden's Conquest of Oranada, Settle's Em- 
press of Morocco and Conquest of China, and Boyle's Musta- 
pha. And it is the exaggerated prominence of this type, cast- 
ing its influence over tragedy as well, that gave that false 
color, or rather colorlessness, to the Oriental characters of 
the dramatis personae which made no distinction between 



** Chase, L. N.. The BnglUh Heroic Play, 238. 

» LAiiirbaine. O., An Account of the Bngliah DnMnatiok Poete, 276. 

MRlstine, F. H., BngUah Tragicomedy, 214. 

"The use of the term "tra^edy^ on the tltle-pase is of no siirnlflcance. 
Settle's Bmpreee of Morocco and Conqueet of China are entitled "trage- 
dlest" as are genuine tragedies like Ibrahim the tSth, The Royal Jfi*- 
ohief, Almyna, etc 
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Turk, Moor, or Tartar and endowed the hero of any race with 
the qualities of an Almanzor. Tragedy suffered less distor- 
tion of truth, but it should be borne in mind that the arti- 
ficialities of the heroic type thrust forward a view of the 
Oriental which was without doubt far from the genuine con- 
ception held of him by Restoration Englishmen. 

A second aspect in which this body of plays may be con- 
sidered, one of greater significance than that just touched 
upon, concerns the sources from which these individual plays 
were derived. It should be remarked at the outset that, as 
regards the fundamental character of sources available dur- 
ing the Restoration period, conditions were not materially 
different from those that prevailed fifty years previous. It 
is true that from the point of view of mere quantity of sources 
the Restoration dramatist had a great advantage over his 
Elizabethan predecessor, though Von Hammer's list of over 
1600 works dealing with the Orient printed between 1500 
and 1640 shows what a wealth of material was accessible 
even to the Elizabethan dramatist.^* Travel to the Orient had 
increased considerably, diplomatic and commercial relations 
were becoming much more intimate, the French romance writ- 
ers of the school of Mile, de Scud^ry were turning out pon- 
derous volumes of an entirely new genre, and it is certainly 
true that European contact with all parts of the East was in 
general much closer than during the early years of the cen- 
tury. In spite of all this, however, the fundamental char- 
acter of these accounts, particularly the romances, remained 
about the same — ^that is, the sense of historical accuracy, the 
ability and the willingness to distinguish legend from fact, 
were still undeveloped. In one important field, progress had 
been made. The accounts of travelers, consuls, and diplomatic 
officials, who had seen things at first hand, were more numer- 
ous and more accurate than heretofore. But, as we shall see 
later, these accounts were little drawn upon, compared with 
the older histories and highly-colored romances. While works 
on the Orient, then, were much more numerous, their character 



^Von Hammer, Joseph, C^ohiohte der 09mani9chen RHcheB (Pest. 
1827), Vol. X. 
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was on the whole not such as to lead ns to expect appreciably 
more accurate portrayals of Oriental history, life, and char- 
acter. With these considerations in mind, we may examine 
the varions classes of sources used, as represented in the fol- 
lowing table, with the number of instances in which each class 
was drawn upon : 

Sources Employed 

I. History and travel (including contem- 
porary accountis) 20 

II. French dramas and romances 10 

III. English plays 8 

IV. Novels - 6 

V. Miscellaneous 4 

VI. Unknown 12 

As will be seen, we know the sources, at least in part, for all 
but twelve plays. As in the case of Elizabethan drama, the 
historical works were drawn upon most heavily. Histories, 
novels, and English plays were more numerous as sources 
than in the earlier period. The miscellaneous sources are in 
both cases unimportant. The most striking difference is, of 
course, the introduction of an entirely new class of material — 
French drama and romance, which in quantity and influence 
were second in importance only to history. As the heroic 
play was the most significant type, so French literature was 
the most significant infiuence, when the two periods are com- 
pared. 

First in importance are the historical and descriptive works. 
Enolles' GeneraU Historie was probably used in at least five 
plays, Bosio's Istoria in two, and Bycaut's '' Continuation '^ 
Chardin's Travels into Persia, and Bemier's history of the 
Mogul Empire each once. It is, of course, possible that 
Enolles and Bycaut were used much more than we are cer- 
tainly aware of, but our certain knowledge shows that, as in 
the case of Elizabethan drama, Eiiolles for one has been over- 
estimated as a single source, and we should expect much more 
use of the contemporary Bycaut. Of perhaps greatest inter- 
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est is the employment by Dryden in Aurengzebe of Francois 
Bemier's The History of the Late Revolution of the Empire 
of the Great Mogol, etc (first English ed. 1671). So far as 
I am aware, the certain nse of this work has not hitherto 
been remarked by historians of the Restoration drama. Tav- 
emier and Bender have both been cited as possible sources, 
but it has apparently escaped the attention of Dryden scholars 
that Archibald Constable, the recent editor of Bemier's work, 
after a careful comparison of the two works, concludes that 
** Bemier's entire work formed the leit motif, nay a good deal 
more than that, of Dryden 's drama."*' In support of this 
statement he prints several illustrative passages with strik- 
ingly apt comparisons to portions of Bemier's work." An- 
other interesting case is that of Mrs. Fix's use of Bycaut's 
history of the Turkish Empire (1687) in her Ibrahim. My 
comparison of the two works shows clearly how she used the 
brief story of Ibrahim's last days (pp. 76-79 in Bycaut) as 
the basis of her play, giving names to the nameless char- 
acters, transferring the dagger episode from the old widow to 
the young and unfortunate victim of the sultan's passion, 
and in other really skilful ways heightening the color legit- 
imately to enhance the dramatic interest. The remaining 
historical sources not yet mentioned include unascertained 
histories and contemporary accounts for seven plays (in- 
cluding the monstrous political allegory of The Abdicated 
Prince) and either verbal or written communication from the 
Earl of Norwich, ambassador to Morocco, as the basis of Set- 
tle's Empress of Morocco and probably also his Heir of 
Morocco. 

Next in importance and probably of greater interest is the 
class of French drama and romance, a new influence in Eng- 
lish drama dealing with the Orient. Moliire, Mile, de Scud- 
^ry, and La Calprenide constitute the sources. Five plays 
of Moliire were used, Monsieur de Pourceaugnac, Le Bour- 
geois GentiOiomme, I/£cole des Maris, Les Predeuses Ridi- 



" Travels hi the Mogul Empire, A. D, 165<>1«8. By Fronoote Bemier-^ 
By ArcMhdld CaH9t4a>le—WeetminBier~-MDOOOXOI, iMse 4<6. 

^Ihid., pp. 4<&-9, Appendix I, "Regftrdfaiff Dryden's Trasedy of Au- 
reofseW. 
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cvles, and Les Fourberies de Scapin. Of these the moat in- 
teresting is the case of Le Bourgeois GentUhomme, whose fa- 
mous Turkish scenes furnished the plagiarist Ravenscroft 
with not merely the material but the title of his MamamoucJU. 
Three of the romances of MUe. de Scud^ry, Ibrahim, Alma- 
hide, and Le Grand Cyrus, furnished material for the whole 
or parts of five plays, all of them important, the most out- 
standing being Dryden's Conquest of Granada, indebted to 
all three romances, as well as to other sources. La Calpre- 
nMe's CUopatre was influential in this last play and no- 
where else.^* 

The remaining sources may be dismissed with a word or 
two. Eight different English plays, mostly from the Eliz- 
abethan period, were the basis of eight Restoration plays. 
The cases deserving particular mention are Settle's alteration 
of Shakespeare's Midsummer Night's Dream into his The 
Fairy Queen, introducing Chinese characters; Buffet's bur- 
lesque of Settle's Empress of Morocco, which did much to 
cast ridicule on the heroic play; and the two versions of 
Fletcher's Island Princess by Tate and Motteux, a tragi- 
comedy and an opera seizing upon a far-away milieu as apt 
material for scenic effects and heroic atmosphere. Six plays 
were based on novels, three of them now forgotten English 
stories. Finally, four plays were drawn from miscellaneous 
material, including a play of Calderon's, whose isolation in 
this regard stands as striking testimony to the unexpectedly 
small influence which Spanish literature exerted on the pro- 
duction of Restoration plays on the Orient. 

One final word should be said regarding the accuracy with 
which these sources were used. The general character of the 
sources has already been pointed out. But the vogue of the 
heroic play and its unquestionable influence upon other types 
of drama were powerful forces in the direction of the further 
distortion of truth. What Dryden does in elevating the 



»For further discussion of French influence on Restoration drama, 
see, amons others, Upham, A. H., Th9 French Influence in Bnpliah LU' 
au XT//« ai^le (1906). and MUes, D. H., The Influence of Moliire on Aes- 
erature, (1908), Charlanne. Louis, L'Influenoe franoaiae en Angleterre 
toration Comedy (1910), and Hill, H. W., La Calpren^de'a Romancee and 
the Reetoration Drama (Unir. of Chicaio thesis, no date). 

12 
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character of Anrengzebe in conformity with the demands of 
the heroic play, is done by practically all dramatists who deal 
with Oriental characters. The aim was not truth but effect. 
And this charge cannot be laid against the Elizabethans. 
Their sources were inaccurate, but they used them, on the 
whole, with care. The Restoration dramatist, in his passion 
for scenic grandeur and heroic atmosphere, voluntarily and 
needlessly misread his sources and gave us pictures of the 
Oriental that, as regards character, are either colorless, sen- 
sational, or violently untrue. 

So far, in our discussion of types and sources, we have 
touched upon the more or less external aspects and relations ' 
of these Oriental plays. We now come to those internal as- 
pects which have more to do with their real nature and spirit, 
namely, the scenes of action in which they are laid, the na- 
tionalities which they present upon the stage, and the cus- 
toms and life of the Oriental which they depict A brief dis- 
cussion of these three aspects, with the most salient illustra- 
tions of each, will suffice to make clear the essential truth 
about the nature of the Oriental as represented on the Restora- 
tion stage. 

Of perhaps less intrinsic importance yet of considerable 
significance, especially as compared with Elizabethan drama, 
is a survey of the scenes of action to be found in these plays, 
as indicated in the following summary showing the number 
of plays laid in each country : 

Scenes op Action 

A. Turkey, in 10 plays 

B. Spain 7 " 

C. China, Morocco, and the Moluccas, 

each 3 9 '' 

D. Rhodes, England, and varied, each 2- 6 " 

E. Algeria, Arabia, Cyprus, Persia, 

Georgia, India, Tartary, "Hun- 
garia Nova", Portugal, Hungary, 
Austria, France, and Italy, each 
one 13 

45 
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As compared with the Elizabethan group, the difference is 
striking. Whereas in the earlier period only eleven different 
countries are represented, there are here twenty-two coun- 
tries, indicating obviously a much wider range of scene, an 
intenser search for new and strange localities. The Eliza- 
bethan scenes are, with the exception of Persia, Tartary, and 
Arabia, confined to the shores of the Mediterranean, whereas 
the Restoration plays cover not merely the whole territory 
previously seized upon but most of Asia. China, India, and 
(Georgia, as well as the European Hungary, Austria, and Por- 
tugal, are new scenes. Turkey seems to have lost some of its 
hold, being the scene of fewer plays than before, though it still 
remains the favorite setting. Spain has more attention, as 
being the center of the struggles between the Moors and the 
Spaniards represented in such plays as The Conqttesi of 
Granada and The Conquest of Spain. The most curious set- 
ting is the ''Hungaria Nova" of The Abdicated Prince, the 
scurrilous political allegory which, under a very thin masquing 
of Englishmen as Hungarians, Turks, and Bulgarians, depicts 
the corruption of the court and the downfall of the recently 
deposed James II. Two other plays whose setting had con- 
temporary political significance are Dryden's Amboyna and 
Whitaker's Conspiracy, the former designed to support the 
Dutch War, the latter containing a satire on Lord Shaftes- 
bury. In two plays. The Ambitious Slave and The Fairy 
Queen, the scene is varied, with no particular significance 
except as the latter shows Settle's craving for the scenic effects 
which, to his mind, Shakespeare's Midsummer Night's Dream 
would not offer in its original form. The main significance of 
the aspect of milieu, then, is the great range of scene exhib- 
ited in the Restoration group. 

Much more important, of course, is the consideration of 
the nationalities represented on the stage, both as regards 
the centers of greatest interest and the manner in which the 
various races are delineated. The following table shows the 
frequency with which each race figures in the plays we are 
considering: 
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Oriental Rages Represented 

A. Turks, in 21 plays 

B. Moors 18 

C. Tartars 7 

D. Greeks 7 

E. Hindus 5 

P. Chinese 4 

G. Persians and Moluccans, each 3 

H. Algerians, Arabs, Scythians, and 

(Georgians, each 1 ** 

The interesting feature of this summary is the introduction 
of three races hitherto untreated in English drama — ^the 
Hindus, Chinese, and Georgians. There are fewer plays with 
Turks, Persians, and Arabs than in Elizabethan drama, though 
the Turks still retain their place as the greatest center of in- 
terest. The Moors find place in exactly the same number of 
plays as before, but the Tartars are of somewhat greater at- 
traction. There are eight plays whose dramatis personae is 
made up entirely or practically of one race: the two plays 
entitled The Empress of Morocco present Moors only. The 
Loyal Brother Persians only, The Conspiracy and Ibrahim, the 
13th Emperor, Turks, The Royal Mischief Georgians, and 
Aurengzehe Hindus. In the plays portraying the contact, 
usually the struggle, of merely two nations, the combinations 
most frequently met are Moors and Spaniards, Turks and 
Greeks, Turks and Tartars, and Tartars and Chinese. 

What, now, can be said regarding the manner of portrayal 
of these individual races, particularly as regards truth to lifeT 
When viewed from this point of view we are bound to admit 
that Restoration drama falls far short of Elizabethan drama, 
for with comparatively few exceptions the presentation may 
be described as either *' heroic" and consequently inaccurate, 
or simply colorless. All Oriental races seem to suffer almost 
equally in this regard, whereas in Elizabethan drama there 
is a very fair approach to accuracy in the presentation of at 
least the Moors and Turks, though the other races are not 
distinguished with any care. The increased accuracy of char- 
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acter portrayal which cme would expect with increased knowl- 
edge of the Orient during the Restoration period is not forth- 
qoming. For what reason t Here again the charge must be 
laid at the doors of heroic drama, a species which inevitably 
distorted true character to gain stage effect; and since the 
heroic play cast its blight over tragedy as well, the resulting 
deterioration was almost universal. The best examples of 
this heroic distortion of character are to be seen in the ex- 
alted characters of the Turkish Solyman in The Siege of 
Rhodes, the Tartar Zungteus in The Conquest of CJUna, the 
Hindu Aurengzebe in Dryden's play, and the Moorish Al- 
manzor in The Conquest of Chranada; and, on the other side, 
the debased characters of Laula in The Empress of Morocco 
and Kiosem in The Conspiracy. The extravagance, the su- 
perhuman physical prowess, and the unexpected nobility of 
Dryden's Almanzor may be taken as typical of the ^'heroic" 
elevation of character above its actual plane,*^ whereas the 
debasement of the actual character may be t3i)ified by the 
sensual, murderous, and brazenly defiant Laula, the Empress 
of Morocco, who, when asked if she fears not eternal punish- 
ment for her crimes, cries : 

HeU! No, of that I scorn to be afraid: 
111 send such things to the Infernal Shade; 
Betray and Kill, and Damn to audi degree, 
I'll crowd up HeU, tiU there's no Room for Me.*^ 

The ridicule which The Rehearsal poured upon the heroic 
play was well deserved, and Buffet's burlesque of The Empress 
of Morocco, though coarse and cheap in itself, helped to 
achieve the purpose expressed in the epilogue to his farce : 

Since with Success great Bards grow proud and resty, 
To get good Plays be kind to bad Travesty. 

Of purely colorless portrayal examples are numerous. 
Prom The Siege of Rhodes, which, as Schelling says, "lays no 
claim to plot, characterization, or variety save such as arises 



**For a full discunlon of Almanior aa the typical hero of the heroic 
play, lee Chase, L. N., The Bngliah Heroio Play, 56-<5. 
^ Th€ BmvT99B of Morocco, ed. of K87, p. 21. 
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from change of scene, appropriate costnmey and attendant 
music,"** clear through (boring's Irene, we are constantly 
struck by the lack of any distinction, in most plays, between 
Chinese and Tartars, Turks and Greeks, and even Moors and 
Christians.*' Dryden's Tsabinda in Amboyna has hardly a 
touch of distinction; and the Moors in Love and Revenge, 
The Mourning Bride, and The Conquest of Spain, the Turks 
in Ibrahim, the Illustrious Bassa and Abra-mule, the Chinese 
in The Fairy-Queen and The Conquest of China, the Greek 
courtezan in Venice Preserved, and the Arabs in Almyna 
differ almost solely in being set down amidst different sur- 
roundings. In at least six plays*^ the Moors are still con- 
fused with negroes, as in Elizabethan drama, the most strik- 
ing proof being found in the interesting full-page portrait of 
the perfectly black Empress of Morocco serving as frontis- 
piece to Duffet's farce. Inaccuracy of portrayal is, however, 
most significantly represented in the three plays presenting 
Tamerlane and Bajazet, namely, Saunders' Tamerlane the 
Or eat, Fane's Sacrifice, and Howe's Tamerlane. In all three 
Tamerlane is made noble and generous, free from even re- 
ligious prejudice, whereas Bajazet is the incarnation of im- 
petuosity, cruelty, and rage, beating out his brains, in har- 
mony with the still persisting legend, against the bars of his 
iron cage. 

A few plays, however, redeem somewhat the reputation of 
the group as a whole for character portrayal. Boxolana in 
Mustapha and Almahide in The Conquest of Oranada are dig- 
nified women, and Constable points out that Dryden's con- 
ception of Nourmahal in Aurengzebe, being in perfect keep- 
ing with the facts as narrated by Bemier, does not deserve the 
criticism it has received as being unworthy of him. The 
presentation of the disguised Turks in The False Count shows 
a fair knowledge of the people and their customs, as do 



»T%e Cambridge Hi^t of Bug, Lit,, VIII: 1S4. 

«Cf. Tate's Uland PrinoeaB, In which two or throe Moors utter Chris- 
tian sentiments of pHy wholly out of character. 

•• The Duke of Lerma, The Conqueat of OMna, The Oontleman Dane* 
ing Maater, The Bmpreee of Morocco, Beautv *» Dietreee, and Love and 
Revenge, 
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Ibrdkim, the 13th Emperor, The Oovemor of Cyprus, The 
Loyal Brother, and Abdelazar, and particularly The Royal 
Mischief, whose sensuality and incest find support in the 
source of the play, Chardin's Travels into Persia. The Loyal 
Brother and Abdelazar are of further interest as containing 
parallels to two Shakespearean characters. Ismael in the 
former is a miniature lago, whereas Abdelazar in the latter, 
particularly in his speech on Moors, reminds one of Othello. 
It will be noted, however, that only three of these plays are 
heroic, all but one of the others being tragedies; moreover, 
the most natural characters in these three heroic plays are 
not the major characters, upon whom the ** heroic" portrayal 
was most lavishly spent. 

It is fair to conclude, then, that with the exception of eight 
or ten plays, mostly tragedies, Restoration drama falls short 
of Elizabethan drama in the portrayal of Oriental character, 
and that the cause of the defect must be sought in the arti- 
ficial elevation and debasement of character inaugurated by 
the heroic play. 

Quite the reverse are the results of a consideration of the 
last aspect to be discussed — ^the depiction of the life and cus- 
toms of the Oriental. If the interest in character distinction 
was slight, the inclination was very strong in the direction of 
careful presentation of Oriental settings, the realistic intro- 
duction of customs, rites, and observances that would lend 
"atmosphere" to the play, references to the religious prac- 
tices of the race involved, and other devices tending to visual- 
ize the difference between the milieu of, say, a comedy of com- 
monplace English manners and that of a tragedy of the far- 
away life of Turkey or Morocco. Three possible reasons may 
be found for this emphasis upon the more scenic aspects of 
the pla3rs. There was first, of course, the general tendency 
toward the elaboration of scene that, beginning with Daven- 
ant's Siege of Rhodes, operated throughout the Restoration 
period. In the second place, there was again the special in- 
fluence of the heroic play, depending for its success largely 
upon variety and novelty of scene, qualities shared also by 
the opera. Lastly, there was the increased acquaintanceship 
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with the Orient, obtained partly through histories, but more 
through the accounts of contemporary travelers and diplo- 
matic officials, and, most particularly, through the stimulating 
romances of the school of Mile, de Scud^ry, which came near 
creating a veritable vogue for interest in the Orient. It is a 
far cry, indeed, from the comparatively scanty portrayal of 
Oriental atmosphere found in Elizabethan drama to the 
abundant, vivid, and detailed presentation (often too detailed) 
of at least the outstanding customs and practices found in the 
Bestoration plays. 

The Siege of Rhodes, significantly enough, marks the be- 
ginning not merely of Restoration drama as a whole but of the 
new attitude toward the matter of the Orient, the seizing of 
the great opportunity for scenic eSEects that lay in the still 
little known, far-away lands of the East. The variety and 
life of these scenes laid in Rhodes are repeated again and 
again through the period, necessitating abundant stage direc- 
tions and long descriptions of the settings at the openings 
of the numerous and frequently shifted scenes. It was SetUe, 
of course, who contributed most to the stage machinery of the 
period, and his seven Oriental plays are illustrative of these 
full stage directions.*^ Great care is taken to depict the 
seraglio vividly, to present adequately the gorgeous rooms of 
Oriental monarchs, and to picture the attractive groves, gar- 
dens, and palm-lined walks as the appropriate surroundings 
of the characters.'* Not merely in material setting, however, 
is unusual interest evinced. The constant introduction of 
mutes, with the ever-present bow-strings and bowls of poison, 
the eunuchs coming and going, and the Mohammedan priests 
quoting the Koran*' is evidence both of a genuine knowledge 
of these details and an ability to turn them to account on the 
stage. To be sure, the tendency led to exaggeration, and in 
many plays it results in sheer sensationalism and extrava- 



*86e particularly Th9 Bmpre— of Maroeoo and The Fakv-Queen, 
<*For mustratlon of these details see, especially, Abro-mtils, Th9 Cim- 

Quest of Ch*na, The Bmprese of Morocco, Ibrahim the niuatrioua Btieea, 

The Falry-Queen, and Motteux's letamd Princeee, 

*'Cf Muetapha, The Loyal Brother, Ibrahim, the ISth Bmepror, Abra- 

mule. The FaUe CouiiJt, etc 
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gance, making the play more like a kaleidoscope than a drama 
of normal human beings. The horrible ''black room" scene 
in The Conspiracy, the "mummy" scene in Sacrifice, the 
scene in The Royal Mischief in which Osman is shot off in a 
cannon, and the scene of Bajazet beating out his brains in 
Tamerlane and Sacrifice are examples of this exaggeration. 
Suicide of Mohammedans, moreover, is even more prevalent 
than in Elizabethan drama, revealing the same ignorance of a 
fundamental religious belief that characterizes the earlier 
period.** Nevertheless, it must be admitted that the Restora- 
tion dramatist knew much more than did his predecessor 
about the life, customs, beliefs, and characteristic surround- 
ings of the Oriental, and that he chose to exhibit this knowl- 
edge in strikingly vivid and concrete ways, even to the point 
of abusing his opportunity. 

What now are the j3onclusions to be derived from this con- 
sideration of the Oriental on the Restoration stage t In the 
first place, we have seen that the very considerable number of 
plays and their wide distribution among the dramatists of 
the period, including practically all of the prominent play- 
wrights except some writers of comedy, indicate a greater 
and broader interest in the Orient than has hitherto obtained. 
As in the case of Elizabethan drama this interest inclined 
to the production of serious plays, with the introduction of 
the new and important class of heroic plays. The sources 
drawn upon were, as in the earlier period, mostly histories, 
but a new source, that of French drama and romance, was 
only second in importance and perhaps greater in significance. 
Accuracy in the employment of sources, however, is less evi- 
dent than in the earlier period, particularly as regards char- 
acter portrayal. The range of scene presented is very much 
wider than heretofore, and the nationalities portrayed are of 
greater variety — ^the whole of the continent of Asia being 
drawn upon for setting and character. Turkey and the Turks 
are still predominant, but the Chinese, the Hindus, and others 
come in for their share of interest, and the lands of the 



* See. for a discussion of this matter. Mod. PhQ,, XII : 44S. 
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Mediterranean give way to the farther countries of Asia 
proper. In one important particular, the accurate portrayal 
of character, the Restoration falls short of the Elizabethan 
period, with the heroic drama largely to blame for this de- 
fect. In the portrayal of customs, however, the Restoration 
drama is superior, showing more knowledge and more inclina- 
tion to exhibit it. Combining these conclusions, we may say 
that so far as external matters were concerned, matters of 
scene, rites, observances, etc., the Restoration period shows 
an advance towards a more intimate knowledge of the Orient, 
but that as regards the fundamental character of the Oriental 
himself, though Restoration Englishmen may have known 
more than their predecessors, they at least did not choose to 
reveal this knowledge in their plays. For this distinction it 
is not too much to say that the influence of the heroic play, 
emphasizing the external at the expense of the internal, was 
at least largely to blame. 



Digitized by VjOOQIC 



A HISTORY OF COSTUMING ON THE ENGLISH 
STAGE BETWEEN 1660 AND 1823 

Lily B. Campbell 

The principles of modem stage costame were determined 
when the 1823 performance of King John under Eemble's 
management and Blanche's immediate direction gained such 
popularity as to necessitate its reforms being made generaL 
Between the time of the return of the actors after the Restor- 
ation and the time of this performance the stage had changed 
a disordered and unconsidered presentation of plays to a well- 
defined production on the basis of recognized artistic laws. 
The Romantic Movement had been manifest in the matters 
of stage costume just as in every other aspect of the life and 
art of the time ; and though the epochs marking the progress 
of changes in theatrical costume are less definitely separated 
than are those which outline the progress of other expressions 
of Romanticism on the stage, yet stage costume did advance 
towards the artistic goal set by the Romantic Movement and 
was consciously determined by the philosophic principles as 
well as by the popular interests that controlled the course 
of the whole movement. That these Romantic theories and 
interests are evident in matters of stage costume even when 
they produced mere incongruities and inconsistencies in their 
early manifestation, I hope to show in this paper. 

With the reopening of the theatres after the Restoration 
there came a time, as was to be expected, of rather chaotic 
management. It is not surprising, then, that the costuming 
of the plays presented was at first for the most part a matter 
of chance or accident and was generally unhampered by 
theories of correctness or appropriateness. The records of 
the time, indeed, seem to indicate that the costumes for a 
theatrical performance were managed much as are the cos- 
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tumes for charades in the average hooaehold today. The 
property-box was a sort of attic, under the control of the 
property manager, and each actor took what he liked or 
wished, choosing any costume which he thought suited to 
himself or to the character he was about to present/ The 
leading actresses were, perchance, given enough salary to 
afford to own a few good dresses for acting, but these dresses 
were worn for various characters. In general, such a state 
of affairs continued far into the eighteenth century, though 
modifications leading to a final establishing of order gradu- 
ally crept in. 

That costumes and scenery were, however, not altogether 
unconsidered even in the years immediately following the 
Restoration is evidenced in Downes's Roscius Anglicanus. 
For the years 1662-1665 are chronicled: 

The Adventure of five Hours, Wrote by the Earl of Bristol, and 
Sir Bamuel Tuke: This Play being Cloath'd so Excellently Fine 
in proper Habits, and Acted so justly well.* 

King Henry the 8th, This Play^ by Order of Sir William Davet^ 
ant, was all new Cloath'd in proper Habits: The King's was new, 
aU the Lords, the Cardinals, the Bishops, the Doctors, Proctors, 
Lawyers, Tip-staves, new Scenes: .... Every Part by the 
great Care of Sir William, being exactly perform'd; it being aU 
new Cloath'd and new Scenes; it continued acting 16 days together 
with general Applause.* 

MuBtapha .... All the Parts being new Cloath'd with new 
Scenes.* 

For the years 1670 and 1671 we find chronicled likewise: 

The Tragedy of Macheth, alter'd by Sir William Davenant; be- 
ing dreit in all its Finery, as new Cloath'd, new Scenes, Machines, 
as flyings for the Witches; with all the Singing and Dancing in it: 



^That the property manager was sometimes guilty of partiality is eri- 
dent in the account of the rivalry of Mrs. Barry and Mrs. Boutel and oi 
their common desire for a certain veil which the property man awarded 
to Mrs. Boutel. In the ensuing quarrel Mrs. Boutel was wounded by 
her enraged rivaL See Betterton, HUtory of th€ BngU9h Stage, pp. 20- 
22. 

*Ro9etu9 AnfflUfommB, A facsimile reprint of the rare original of 170S, 
London, J. M Jarvis and Bon. 188C, p. 22. 

•/Md.«24. 

* Ibid., 26, 21. 
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the firat Compos'd by Mr. Lock, the other hy Mr. Channel and Mr. 
JoMeph Priest; it being all Bzcellently perform'd, being in the na- 
ture of an Opera, it recompenc'd double the Bzpence, it proyes still 
a lasting Play.* 

From scattered accounts it is to be seen, also, that one 
post-Bestoration custom was generally accepted — ^the giving 
or lending of garments or equipment to the actors by their 
patrons. Downes records of the years 1662-1665 : 

King Henry the 5thy Wrote by the Earl of Orrery. This Play was 
Splendidly Cloath'd: The King in the Duke of Tories Coronation 
Suit: Owen Tudor in King Charles's: Duke of Burgundy, in the 
Lord of Oxford's, and the rest aU New.* 

We find recorded also : 

The Play caUed Love and Honour, written by Sir WiUiam 
D'Avenant, was Acted before the Court, and very richly Drest. The 
King gave Mr. Betterton, who played Prince Alvaro, his coronation 
^Suit, And to Mr. Harris, who played Prince Prospero, the Duke of 
York gave his Suit And to Mr. Price who acted Lionel, Duke of 
Parman, the Lord Oxford gave his Cloathes.* 

Another instance frequently noted is that when the players 
(of the Duke's company) were commanded by the King to 
Dover when he met his sister, the Duchess of Orleans. The 
actors played Shadwell's The Impetiinents or SuUen Lovers. 
Downes says: 

This Comedy and Sir Solomon Single, pleas'd Madam the Duch- 
ess, and the whole Court extremely, the French Court wearing then 
Excessive short Lac'd Coats; some Scarlet some Blew, with Broad 
Wast Belts; Mr. Nokes having at that time one shorter than the 
French Fashion, to Act Sir Arthur Addle in; the Duke of Jfon- 
wiouth gave Mr. Nokes his Sword and Belt from his Side, and 
Buckled it on himself, on purpose to Ai>e the French: That Bir. 
Nokes lookt more like a Drest up Ape, than a Sir Arthur: which 
upon his first entrance on the Stage, put the King and Court to an 
Excessive Laughter; at which the French look'd very Shaygrin, to 



»/M<f., ss. 

• Ibid,, 27, 28. 

*Betterton, Thomas, The HUtory of the SnylUh Stage from the Ree^ 
toretion to the Present Time (London. 1741), p. 91. Alao recorded by 
Downes, I, o,, pp. 21, 22. 
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se^ ttiemBelves Ap'd by such a Buffoon as Sir Arthur: Mr. NokeM 
Kept the Duke's Sword to his Dying Day.* 

Chetwood gives explicit information concerning this cus- 
tom and one nearly related to it. ''It was a Custom/' he 
says, ''at that time, for Persons of the First Bank and Dis- 
tinction to give their Birth-Day Suits to the most Favoured 
Actors." He adds that it was expected that the actor wear 
the suit so given whenever its donor and his patron was at 
the theatre. He gives an amusing instance of the consequent 
predicament in which the actor Mr. John Thurmond found 
himself when his benefactor unexpectedly made his appear- 
ance at the theatre while the donated suit was reposing at a 
pawnshop.* 

The comment is scarcely necessary that such an array of 
borrowed finery could bear little relation to the plays pro- 
duced ; yet throughout the history of the theatre for the next 
hundred years there are records similar to these, records 
which show the general carelessness in matters of stage cos- 
tume. Sometimes the actors were hard put to it to procure 
suitable finery. Tate Wilkinson in the middle of the eigh- 
teenth century records his entry on the London stage as tiie 
Fine Qentieman in Lethe: 

Away went Shuter and myself to Monmouth Street, where for 
two guineas, I was equiped with the loan of a heavy, rich, g^ing, 
spangled, embroidered velvet suit of clothes, and in this fuU dress, 
fit for the King in Hamlet, with my hair in papers, did I advance 
with timid steps through crowds of people: for Shuter's popularity 
had drawn the whole London world.^ 

He also throws light on the custom of the time by his record 
for the same year of the benefit for Mr. Bancroft and Mr. 
Costello on April 19. On this occasion they cotdd not afford 
to hire a good suit for the Fine Gentieman, and all the best 



■ Downes, h c, p. 29. 

•Chetwood, W. It. A General Hietory of the Stage (LK>ndon. 1749), 
pp. 22-24. Doran in his Annala of the Britieh Stage, 11: 304, 305. says. 
"I think that this custom of noblemen's presentins their cast-off court 
suits to sreat players . . . went out before the middle of the last 
[eighteenth] century." 

"•Wilkinson, Tate. Jf €mo<r# of Hie Own lAfe, (Dublin. 1791). I: 98, 99. 
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modem clothes were already appropriated by the best actors. 
Hence: 

Mr. WMtfleld, the wardrobe keeper, produced a very short old 
suit of clothes, with a black velyet ground, and broad gold flowers 
. . . . this apparel had not been brought to light since the 
first year Garrick played Lothario at that theatre in 1746. 

Bedecked in this sable array, for the Modem Fine Gentleman, 
and to make that appearance complete^ I added an old red surtout, 
trimmed with a dirty white fur, and a deep skinned ci^;>e of the 
same hue, honoured by old Oiffard, I was informed, at Lincoln's 
Inn-Fields theatre, to exhibit King Lear in. This grand dress, 
with an old stock muff, used for the Gentleman Usher in the Re- 
hearsal, my hair in papers, as on my first curious exhibition, gaye 
the taut ensemble to my accomplished figure.^ 

That an interchange of conrtesies might be expected in the 
matter is further suggested in the same author's account of 
his own benefit. The wardrobe of the theatre was inadequate 
to fit out Jane Shore, which had been chosen for the occasion. 

But with the manager's consent, and Mr. Dexter's approbation, •! 
wore Mr. Dexter's grand suit for particular occasions, which was a 
new blue satin, richly trimmed with silver, looked very elegant, and 
what was better, fitted me exactly.^ 

Qeorge Anne Bellamy adds the spice of the feminine gender 
to a story illustrative of the same carelessness of propriety 
in dress which she tells of the same period in the Dublin 
theatre while Thomas Sheridan was manager. 

Early in the season, the tragedy of "All for Love, or the World 
WeU Lost" was revived; .... The getting it up produced 
the foUowing extraordinary incidents. The manager, in an excur- 
sion he had made during the summer to London, had purchased a 
superb suit of clothes that had belonged to the Princess of Wales, 
and had been only worn by her on the birth-day. This was made 
into a dress for me to play the Character of Cleopatra; and as the 
ground of it was silver tissue, my mother thought that by turning 
the body of it in, it would be a no unbecoming addition to my waste, 
which was remarkably small. My maid-servant was accordingly 
sent to the theater to assist the dresser and mantua-maker in pre- 



"WiUdnson, Tate, Jfemoirt of HU Oum IH/e, (Dublin, 1791), I: 100, 
101. 
"/Wd.. I: t7S. 
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paring it; and also in aewing in a number of diamonds, my iMttron- 
688 not only having furnished me with her own, but borrowed 
several others of acquaintance for me. When the women had fin- 
ished the work, they all went out of the room, and left the door of 
it indiscreetly open. 

Mrs. Pumival (who owed me a grudge — ) accidentally passed by 
the door of my dressing room on the way to her own^ as it stood 
open. Seeing my rich dress thus lying exposed, and observing no 
person by to prevent her, she stepped in and carried off the Queen 
of Egypt's paraphernalia, to adorn herself in the character of Oc- 
tavia the Roman matron, which she was to perform. By remark- 
ing from time to time my dress, which was very different from the 
generality of heroines: Mrs. Fumival had just acquired taste 
enough to despise the black velvet in which those ladies were usu- 
ally habited. And without considering the impropriety of enrobing 
a Roman matron in the habiliments of the Egyptian Queen; or per- 
haps not knowing that there was any impropriety in it, she deter- 
mined for once in her life-time, to be as fine as myself, and that at 
my expense. She accordingly set to work to let out the doathes, 
which through my mother's economical advice had been taken in. 
[Blrs. Bellamy's maid, she records, discovered the theft, was re- 
strained by peace-makers from doing Mrs. Fumival bodily harm, 
but remained inconsolable. Mrs. Bellamy was forced to don sim- 
pler garments, but she still had the diadem.] The report of the 
richness and elegance of my dress [she modestly continues her 
story] had been universally the subject of conversation for some 
time before the night of the performance; when, to the surprise of 
the audience, I appeared in white satin. 

[But the climax came when Mrs. Furnival appeared in her newly 
appropriated grandeur, for Mrs. Butler cried out, "Good Heaven, the 
woman has got on my diamonds." The house had to be assured 
by Mr. Sheridan that the jewels had not been stolen, but when the 
curtain went down for the first act, there were cries of "No more 
Fumival." That lady wisely took refuge in fits, and Mrs. ESmy 
was put in to finish the part.]" 

That the costumes worn on the stage were shabby as well 
as lacking in propriety throughout the.first half of the eigh- 
teenth century is the universal opinion of the critics of the 
time. Gibber gives many amusing references to Dogget's 
economies and to his anguished viewing of Wilks's extrav- 
agances, when *'for example, at the beginning of almost 

"An Apology for the Life of George Anne BeTlamy. WHtten by her- 
self (London. 1785, third ed.). I: 131 >q- 
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every season he would order two or three suits to be made or 
refreshed for actors of moderate consequence, that his having 
constantly a new one for himself might seem less particular, 
though he had, as yet, no part for it."" Particularly painful 
to Dogget was the sight of new clothes worn during the pro- 
duction of an old play. And that similar meagemess in the 
theatrical wardrobe was found in the whole of the first half 
of the century is to be seen in all the records already quoted 
as instances of the lack of care in regard to propriety of 
dress. 

Mrs. Bellamy, to whom costumes — ^particularly her own — 
were of primary importance in theatrical affairs, sums up the 
matter of early eighteenth century stage dress, making com- 
parisons between the dress of that period and that of the per- 
iod at which she wrote : 

The dresses of theatrical ladies were at this period very indiffer- 
ent. The Empresses and Queens were confined to black velvet, ex- 
cept on extraordinary occasions, when they put on an embroidered 
or tissue petticoat. The young ladies generally appeared in a cast 
gown of some person of quality; as at this epoch the women of 
that denomination were not blessed with the taste of the present 
age, and had much more economy, the stage brides and virgins 
often made their appearance in altered habits, rather soiled.'* 

The dress of the gentlemen, both of the sock and buskin, was 
full as absurd as that of the ladies. While the Empresses and 
Queens appeared in black velvet, .... the male part of the 
dramatis personae struted in tarnished laced coats and waistcoats, 
full bottom or tye wigs, and black worsted stockings.^ 

The significance of these accounts, however, lies not in the 
fact of the prevailing meagemess and inappropriateness 
which they reveal as having characterized stage dress during 
the century after the Restoration, but in the fact of the utter 
failure of critics and actors alike to recognize aesthetic prin- 
ciples upon the basis of which theatrical costumes might be 



"An Apology for the Life of Mr, Colley Cibber, Written by him- 
self (Bellchambers ed., London, 1822), 384. The period referred to is 
about 1712. 

"Bellamy, I. c, I: 61. 

» Ihid,, VI : 20. 21. 

13 
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chosen. The individual taste of the actor was the only 
artistic law known. The expense incurred was the only 
managerial consideration. 

Even during this period of carelessness in matters of stage 
dress, there was, nevertheless, general conformity to certain 
traditions, some of them inherited from before the wars. 
Most important of these traditions, perhaps, was that which 
obtained in the custom of the actors when pla3ring a character 
''of heroism and dignity," to wear a large plume of feathers. 
Davies quotes a passage from Act III, Scene 2, of Hamlet 
and explains it: 

"Hamlet: Would not this^ Sir, and a forest of feather 9 get me a 
fellowship in a cry of playertt*' 

The forest of feathers alludes to large plumes of feathers which 
the old actors wore on their heads in characters of heroism and 
dignity. This practice was adopted at the Restoration, and con- 
tinued in force tiU Mr. Garrick's aera of management His super- 
ior taste got rid of the incumbrance." 

Eccentricities that arose from this practice are suggested 
by Cooke's record of Booth, who as the Ghost in Hamlet wore 
a plume of feathers in his helmet,*' and by Boaden's ac- 
count of an Emilia in Othello who by '* out-dressing her lady 
and the aid of a rich plume of feathsrs/' contrived to indi- 
cate to the spectators that she would do something at last.** 

I have already quoted from Qeorge Anne Bellamy the 
record of the tradition which prescribed black velvet for em- 
presses and queens. This same historian of her own time 
gives us an account of the venture of playing Lady Mac- 
beth in white satin,** but any such departure was regarded 
as grave and unusual. 

The traditional dressing of a villain to look the part has 
not altogether disappeared, but at least only in itinerant com- 



» Davies. Thomas. Dramatic MiacelUmieB (London. 17S4). Ill: 90-96. 
It wiU be remembered that the actors before the wars are usuaUy re- 
ferred to as the "old actors." and that Davies is here evidently referring 
to an old custom taken up again after the Restoration. 

» Cooke. WilUam. Jfemoirt of Charles MaokUn (London. 1806. sec- 
ond ed.). 877. 

»Boaden. James. Memoirs of Mrs. Siddans (London. 1827). I: 72. 

"BeUamy. U c, IV: 4C6. 
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panies of melodramatic artists is there to be found quite such 
palpable giving away of the murderer's secret as was cus- 
tomary in the early eighteenth century. Davies, writing in 
1784, again offers explanatory comment in a phrase from 
Hamlet, Act III, Scene 2: 

"Hamlet Begin, Murderer; leave thy damnable faces, and begin." 

This contains a censure upon the custom of certain actors, who 
were cast into the parts of conspirators* traitors, and murderers* 
who used to disguise themselves in large black wigs and distort 
their features, in order to appear terrible; in short, to discover that 
which their art should teach them to conceal. I have seen Hip- 
perly aot the first Murderer in Macbeth: his face was made pale 
with chalk, distinguished with large whiskers, and a long Mack 
wig. This custom, of dressing so preposterously the hateful im- 
plement of a tragic scene is now almost worn out.*^ 

CoUey Gibber also commented on this custom: 

In King Charles's time, this low skill was carried to such extrav- 
agance that the King himself, who was black-browed, and of a 
swarthy complexion, passed a pleasant remark, upon his observing 
the grim looks of the murtherers in "Macbeth"; when, turning to 
his people in the box about him, "Pray, what is the meaning," said 
he, "that we never see a rogue in the play, but, godsflsh! they al- 
ways clap him on a black periwig, when, it is well known, one of 
the greatest rogues in England always wears a fair one?" .... 
This story I had from Betterton, who was a man of veracity: and, 
I confess, I should have thought the King's observation a very just 
one, though he himself had been fair as Adonis. Nor can I, in this 
question, help voting with the court; for were it not too gross a 
weakness to employ in wicked purposes, men whose very suspected 
looks might be enough to betray them? Or are we to suppose it 
unnatural, that a murther should be thoroughly committed out of 
an old red coat, and a black periwig?" 

Yet Gibber himself justified this use of physical deformity 
and ugliness to make crime and criminals less attractive.'* 

Certain traditions persisted in regard to the costuming of 
the stage witches also. These parts were generally assigned 
to the comedians of the company, who were at leisure during 



oDavies. Z. c. I: 92. 98. 
- Cibber, I. c, 140. 141. 
**/54d., 184. 
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the presentation of the tragedies in which the witches ap- 
peared. Davies comments on their regulation ** gowns, beards, 
and coifs."** 

Of more significance than the adherence to these partic- 
ular traditions was the recog^nition given during this period 
to certain principles of appropriateness which were not at 
all aesthetic principles, but rather the expression of a funda- 
mental belief in the distinction between good and better, and 
better and best. For instance, a frequently reiterated be- 
lief was that the actors, as servants of the public, should not 
out-dress their masters.^*^ Of course, it is barely possible 
that the servants of the public did not take too seriously this 
dictum of the critics.** It is likely that they took more ser- 
iously, however, the judgment of the critics and public in 
insisting that the good actress should have the good gown.*^ 
Gradually the tendency to overdress or dress improperly the 
minor characters of the stage world came to be frowned upon 
by both the public and the actors, and it was repeatedly em- 
phasized that the characters of humble life must be appro- 
priately dressed, as must the characters of exalted position. 
It was insisted, too, that those characters which were meant 
to be fashionable must be fashionably dressed and must not 
be arrayed in out-of-date finery.** 

The most important distinction made was that between 
tragedy and comedy. It was generally acknowledged that 
tragedy actors must have the better costumes. The basis of 
judgment was the same that necessitated a different mode of 
delivery for tragedy than for comedy — the greater moral 
significance of tragedy. Apparently the only objections to 



'♦Davies, t c, II: 118. 119. 

» Cf. Chetwood, I. c, 26. 

"It is certain that Mrs. Bellamy and Mrs. Abin^on at least regarded 
themselves as the fashion models of their day. 

"Sir John Hill In The Actor (1750). p. 168, says that he could remem- 
ber "the audience bestowing their curses on the managers for not getting 
that good actress [Mrs. Pritchard] a better gown." 

» cf . Kirkman. James T., Memoira of the Life of Charles Maoklin, Seq., 
(London, 1799), I: 882. In one sense these latter demands are demands 
for realistic treatment of the characters, but that they were not con- 
sciously artistic is evident to anyone who reads of them in the works 
of Cibber, Davies, and Kirkman. 
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this order of things were raised by the neglected comedians. 
Gibber gives a full account of the distinction recognized in 
the late seventeenth and early eighteenth centuries: 

The Ldncoln's Inn Fields company were now, in 1696, a com- 
monwealth, Uke that of HoUand. . . . Yet experience, in a 
year or two, showed that they had never been worse governed than 
when they governed themselves. . . . The tragedians seemed 
to think their rank as much above the comedians, as in the charac- 
ters they severally acted; when the first were in their finery, the 
latter were impatient at the expense; and looked upon it as rather 
laid out upon the real, than the fictitious person of the actor; nay, 
I have known in our own company this ridiculous sort of regret 
arrived so far, that the tragedian has thought himself injured, when 
the comedian pretended to wear a fine coat. I remember Powel, 
upon surveying my first dress in the "R^apse." was out of all temper, 
and reproached our master in very rude terms, that he had not so 
good a suit to play Caesar Borgia in, though he knew, at the same 
time, my Lord Foppington filled the house, when his bouncing 
Borgia would do little more, than pay fiddles and candles to it; 
and though a character of vanity might be supposed more expen- 
sive in dress, than possibly one of ambition, yet the high heart of 
this heroical actor could not bear that a comedian should ever pre^ 
tend to be well dressed as himself. Thus again, on the contrary, 
when Betterton proposed to set off a tragedy^ the comedians were 
sure to murmur at this charge of it: and the late reputation 
which Dogget had acquired, from acting his Ben, in "Love for Love," 
made him a more declared malcontent on such occasions; he over- 
valued comedy for its being nearer to nature than tragedy, which 
is allowed to say many fine things, that nature never spoke, in the 
same words: and supposing his opinion were just, yet he should 
have considered that the public had a taste as well as himself; 
which, in policy, he ought to have complied with. Dogget, however, 
could not, with patience, look upon the costly trains and plumes of 
tragedy, in which, knowing himself to be useless, he thought they 
were all a vain extravagance!* 

In later years we find George Anne Bellamy giving due 
cognizance to the same reverence for tragedy in a racy ac- 
count of her purchase-by-proxy of two ** tragedy dresses'' 
in Paris. However, she wore her ** tragedy dresses" undis- 
criminatingly as the Persian Princess in Alexandria and the 



»Cibber, I. c. 228. 229. 
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Empress Fulvia in Constantine and whatever other char- 
acters she played.'* 

The heralds of a coming change in matters of theatrical 
costume were, significantly, the same men that first attracted 
attention to new theories of acting: Aaron Hill, Charles 
Macklin, and Sir John Hill.*^ Inevitably the Romanticism 
which affected every expression of the art impulses of the 
latter half of the eighteenth century affected stage costume 
also. And the realism which was the first demand of the 
Romantic Movement found its prophets and first priests in 
these three men. Their efforts and those of their early fol- 
lowers worked often for eccentricity rather than either cor- 
rectness or beauty, but it is to them that we must look to 
discover the way in which the later theories of stage cos- 
tume originated and developed. 

The earliest complete formulation of this romantic demand 
for realism in stage costume was given by Aaron Hill. In 
the Plain Dealer, under date of October 12, 1724, he gives an 
account of his meeting a 'Tarty-coloured younger Brother, of 
the justly celebrated Mr. Lun" and of his being given a play 
bill for a puppet show at the White-Hart in St. Margaret 's- 
Lane announcing, ''Every Figure dress 'd according to their 
own Country Habits." Concerning this announcement he 
rhapsodizes : 

That, indeed, is a Stroke of Decorum, which out-soars, at one 
Flight, Patent, License^ and Charter! And it wiU be reasonable to 
hope, after the Publick Taste has been so refln'd, by these ChipM of 
a New Block, that we shall see no more Intermixture of the Ancient, 
with the modem Dresses: Where the Order of Things is so capri- 
ciously revers'd, that the Courtiers of an English Monarch shall 
stand round him, like Beaux of Yesterday; and the Sovereign him- 
self strut about in Trunk Breeches, and be dress'd, as old as a 
Patriarch** 



»>cf. Bellamy. I. c, II: 205-208. 

**For an account of their contribution to the theory of acting aee an 
earlier paper. "The Rise of a Theory of Stage Presentation in Bngland 
during the Eighteenth Century" in Pub. of Mod. Lang. A99., XXXII. no. 2. 

"HUl Aaron, The Plain Dealer, (see Ed. 1734; published originaUy in 
1724). H: 17. 
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Later, in the Prompter for January 24, 1735, there appeared 
a letter giving fuller explanation of Hill's ideas. This let- 
ter, signed by *'Jeflf'ry Cat-Call," is of the utmost signi- 
ficance and deserves extended quotation. The critic, after 
duly sorrowing over the introduction of the comic element 
in tragedy, even in Shakespearean tragedy, continues: 

For this reason* I have been greatly offended at the ridiculous 
Dresses, in which our inferior Sons of the Buskin generally make 
their Appearance. — I have frequently seen a Duke, in a Coat half 
a yard too long for him; and a Lord High-Chamberlain, that had 
shed most of his Buttons. — I have seen Men of Proud Hearts sub- 
mitting, unnaturally, to strut in tamish'd Lace; And there is a 
Certain Knight of the Garter, who condescends to tye back his Wig, 
with a Packthread. — ^When a King of England has honour'd the 
Stage, with his whole Court, in fuU Splendor, about him, I'd have 
undertaken to purchase the Cloathes of all his Nobility, for the 
value of five Pounds. — It exceeds (as my Brother Satirist has it) 
all Power of Face to be serious, at the sight of so much Shabbiness 
and Bfajesty! 

The Reason of This, I am informed, is that the Habits do not be- 
come Perquisites of Earls and Barons, till they have been worn out, 
by the Emperors of the Theatre; but, whether This is always the 
Case, or, whether those Noble Personages are not sometimes obliged 
to travel toward Monmouth street for their Equipment, I wiU not 
take upon me to determine. 

The Bounds of Probability, in the Mean Time, may be as openly 
transgress'd, in the Appearance of an Actor, as in the Sentiments 
which he utters. — ^And the Dress therefore shou'd always be suited 
to the Person who takes it upon him. — ^An old Roman cou'd never 
with any Propriety, be made to look like a Modem Frenchman; 
nor a Dutch Burgo-master's Wife, like a Queen of Great Britain. — 
When, therefore, Persons of Rank and Figure are introduc'd upon 
the stage, they shou'd be doath'd so as to represent Themselves^ 
and not the Patch-work Inconsistencies of their Management 

They will say in their Excuse, that some of these Actors' own 
Cloathes, are as shabby, as those they wear in the Theatre; no mat- 
ter for that.— Let us, for Humour's Sake, imagine a Painter Imitat- 
ing the Example of these Brentford Princes of our Theatres; and 
drawing Pictures, for the Great Men, of this Nation. . . . Let 
us suppose him to have painted the Duke of R — d, with an immea- 
surable length of Perriwig, whose every Hair was as uncrooked as 
his Purposes: — Sir R — , W — , with his Pockets at the very Bot- 
tom of his Flaps; as if He were in Prospect of having no Occasion 
to Reach them,— And the Lord C — t, without a Shirt, as if the Cand- 
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our Of his Soul, were to have been express'd, by the Nakedness of 
his Picture: .... wou'd not every one discern the Inde- 
cency of such unseasonable Fancies, and condemn that Fault in 
the Painter, tho' his Strokes shou'd be ever so natural? I am sensi- 
ble, it wou'd be more Expensive, to cloath Every -Actor with Pro- 
priety; ... so it would, to qualify Managers with Judgment. 
Yet, Both the One, and the Other, are what the Publick have a 
right to expect .... 

Not content with mere theorizing, Hill attempted to follow 
his own teaching. Under date of October 23, 1731, he wrote 
to Mr. Wilks concerning his play of The Generous Traitor or 
Aethelwold: 

As soon as the time draws near I will shew you, by a few light 
drawings, a beautiful, and no expensive occasion, for a novelty 
in the old Saxon dresses: which will not only carry more pro- 
priety, than the modem, but an equal grace, with the Qreek or 
Roman: and may be form'd upon their spare ground-work; yet, 
appear quite new to the audience. 

Under date of October 28, 1731, he sent drawings for the 
dresses to Mr. Wilks and wrote : 

Leolyn, because a Briton, ought not to have his habit Saxon all; 
the rest have the authority of Verstegan's Antiquities, for the 
ground-work of their appearance; only I need not observe to you, 
that some Heiffhteninffs were necessary, because beauty must be 
joln'd to propriety, where the decoration of the stage, is the purpose 
to be provided for. 

For this reason, too, I had regard to a contrast of colours, in the 
several parts of each person's dress; and in those of the whole 
number, with respect to their appearance, together. These are lit- 
tle things, but I have often observed that their effect is not little. 

To say nothing, as to impropriety, in the custom of dressing 
characters 8o far hack, in time, after the common fashions of our 
days, it weakens prohahility, and cuts off, in great measure, what 
most strikes an audience; for it relaxes the pomp of Tragedy, and 
the generality, being led by the eye, can conceive nothing extraor- 
dinary, where they see nothing uncommon. It is, also, worth no- 
tice, that a fine, natural shape, receives great advantage, from a 
well-imagined turn of hahit, and an awkward, unnatural one has 
an air, that burlesques dignity without it. 

The Furrs, which you will observe pretty frequent, in the fig- 
ures, are a prime distinction, in the old Saxon habits; and will have 
something of a grandeur, not without beauty 
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As to the coroneU, it was the custom of those times, for persons 
of high rankj to wear them, upon common, as well as extraordinary 
occasion; but they must be distinguished, more than they are in the 
papers, to point out the different degrees; and worn in a more be- 
coming position^ higher off from the forehead, and a little leaning 
to one side. There is an advantage will attend the use of their 
long single feather, beyond tJiat of the plume .... It will 
be light, and may be worn, throughout five acts, without warmth 
or inoonvenience.*' 

The principles of costuming laid down by Aaron Hill 
have never been superseded, though they have been much 
elaborated. His insistence upon propriety as well as prob- 
ability in costume and also his insistence upon the import- 
ance of beauty in color and line mai^ him as indeed the 
prophet of things to come. In one respect, however, he dif- 
fers from his immediate successors: he proposed the use of 
imitation materials and the adapting of old costumes to new 
uses. It is unfortunate that the drawings which accom- 
panied the letter to Wilks last quoted have been lost. Like 
most of Aaron Hill's ventures, his proposed innovations for 
Aethelwold came to naught, but the fact of his scientific in- 
terest in the matter of costume is significant in any study of 
the stage. 

Charles Macklin is the second forerunner of stage realism 
who deserves more attention than he generally receives. When 
he made his famous appearance in The Merchant of Venice 
in 1741, he wore a red hat. Cooke says : 

A few days afterwards Macklin received an invitation from Lord 
Bolingbroke to dine with him at Battersea. ... He attended the 
rendezvous, and there found Pope, and a select party, who compli- 
mented him very highly on the part of Shylock, and questioned him 
about many little particulars relative to his getting up the play, 
etc. Pope particularly asked him, why he wore a red hatt and he 
answered, because he had read that Jews in Italy, particularly in 
Venice, wore hats of that colour. "And pray, Mr. Macklin," said 
Pope, "do players in general take such pains?" — "I do not know. Sir, 
that they do; but as I had staked my reputation on the character, 



»HI11, Aaron, Works (London, 1783), I: 88-91. 
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I was determined to spare no trouble in getting at the best informa- 
tion." Pope nodded, and said, "it was very laudable." ** 

The same attention to correctness is found in the per- 
formance of Othello at Drury Lane in 1751 by a group of 
fashionables under Macklin's coaching. The dresses are 
said to have been **not only magnificent, but well fancied, 
and adapted to the characters. — Othello's was a robe, in 
the fashion of his country; Boderigo's an elegant modem 
suit, and Cassio's and lago's very rich uif if orms. "•" The 
most famous change made by Macklin in costuming a part, 
however, was the change effected in the dress of Macbeth 
in 1772. Cook's account of the matter is supported by 
that of many others: 

Previously to this period, Macbeth used to be dressed in a suit 
of scarlet and gold^ a tail wig, etc., in every respect like a modem 
military officer. Garrick always played it in this manner. . . . 
Macklin, however, whose eye and mind were ever intent on his 
profession, saw the absurdity of exhibiting a Scotch character, ex- 
isting many years before the Norman Conquest, in this manner and 
therefore very properly abandoned it for the old Caledonian habit. 
He shewed the same attention to the subordinate characters, as 
well as to the scenes, decorations, music, and other incidental parts 
of the performance.*" 

In 1750, a pupil of Macklin, Sir John Hill, published his 
work The Actor, in which he also enunciated the theory of 
realism in costume. 

The dress of the player is another article in which we expect a 
conformity to nature; but this we expect in vain, especially in the 
women: the characters of an inferior kind are always overdressed. 

The dress of the player is not only to be suited to the part but 
to the circumstances of it. When Orestes comes from the tumult 
at the death of Pyrrhus, there is no discomposure in his person. 
Mr. Barry is pardonable in having his periwig new dressed for the 
fourth act of Romeo, because the poet has removed him to Mantua, 
and there must have been time for such an operation: but when 
the unities are more preserved, this affectation is unpardonable.** 



» Cooke. I. 0., 92. 

•■Klrkman. I. c, I: SSS-342. 

X Cooke. I c, 28S. 284. 

"The Actor (1756 ed.). 255. 256. 
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Such were the foreshadowings of realism on the stage in 
matters of costume. It is necessary, however, to remember 
always that opera and pantomime were enjoying luxurious 
presentation during the eighteenth century while the regular 
drama played a sort of Cinderella, ahabby-sister apprentice- 
ship before the coming of Garrick. On the opera stage ele- 
gant materials and expensive machinery had been the rule 
long before the most ardent exponents of the drama did 
aught but rail at these unworthy competitors of tragedy and 
comedy.** 

During the Garrick period (1742 to 1776) there was to be 
observed a growing luxuriousness in scenery and costume, as 
the drama, newly popular, was able to acquire some of the 
perquisites of opera. Stage kings and queens played in 
real velvets and satins and jewels, but Garrick did not 
contribute much to the idea of correctness in costume. In 
spite of the popular opinion to the contrary, the Garrick era 
was an era of inaccuracy in costume. Spasmodic attempts 
to follow the principles of fidelity to historical truth were 
numerous. Local color was often striven for. But the at- 
tempts were generally inconsistent, and there was little 
scientific interest in the subject, such as that which Aaron 
Hill had manifested. 

The accounts of stage affairs throughout the eighteenth 
century abound in tales of incongruous costumes:** of a 
Cordelia played by Gteorge Anne Bellamy meriting Louis 
XV 's comment, **Umph! very well! but her hoop is so 
large'';*® of Garrick as Macbeth, in **a scarlet coat, a silver- 
laced waistcoat, and an eighteenth century wig and breeches, 
as may be seen in Zoffany's picture, now in the Garrick 
Club" ;** of the witches in Garrick 's Macbeth arrayed in **mit- 



«For typical accounts of opera and pantomime during this period see 
Gibber. I. c, 60, 78. 79. 4S7 ; Daviea. Memoirs of the Life of David Gar- 
rick, I: 92. 93; Foote. Companion to the Theatres, 85-87. 110; Dibdin. 
A Complete History of the Stage, IV : 18. S80. S81. 

*• IDoran'8 Annals of the British Stage devotes a chapter to "Stage 
Costumes and Stage Tricks". II: 802-817. The chapter lisU incongruous 
costumes from Betterton to Mrs. Siddons. 

«• Bellamy. I. o., VI: 98-98. 

«^ Knight. Joseph. David Garrick (London. 1894). 111. 
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tens, plaited caps, laoed aprons, red stomachers, mffs, etc.'';** 
of Garrick as Othello in a Moorish dress, which costume oc- 
casioned Quin's giving him his much-detested appellation of 
''Desdemona's little black boy";** of Gkirrick again as Jaf- 
fier in Venice Preserved in a ** black coat and smalls'*;** of 
Cato in the person of Digges dressed, as Boaden said, 
''exactly like Sir Roger de Coverly, as chairman of a bench 
of judges*';*' or of Cato as he is seen in the portrait by 
Sir Thomas Lawrence, on whom Fitzgerald comments: 
**With his bare legs and short petticoat, he looks more like 
a Highlander going to bed than that noble Roman, John 
Kemble";*® even of Mrs. Siddons's Imogene in Cymbeline 
during the season of 1786-7 in a * 'frock-coat and trousers of 
our modern beaux. "*^ 

Stage armor was even more incongruous than stage dress. 
Boaden, writing of the closing years of the eighteenth cen- 
tury, said : 

On the subject of armour, the stage has always been as badly sup- 
plied as Don Quixote himself; though the books of the theatre, and 
those of the Knight, are full of most excellent suits. The audiences 
of Richard III are doomed to hear of those steel shells, by which 

valour was so secured formerly Now it is no less 

strange than true, that, excepting the breastplate and thighpieces 
of Richmond, not one of the dramatis personae has the smallest 
particle of armour upon him, in either army. 

Indeed, as to armour . . . . (it) has been confined to three 
suits, of either steel or brass ....*• 

The same writer quotes an antiquary's comment on the 
1799 performance of Feudal Times at Drury Lane : 



^ Dftvies. Dram. Mis., 1 : 145. 

** Bellamy. I c, VI : 21, 22. Sir John Hill in The Actor, 152. 153. com- 
ments on this performance with his usual inconsistency. Of Garrick he 
says. "Had he contented himself to have dressed for Othello as he does 
for Macbeth (and whether that be right or no custom authorizes It) he 
would certainly have escaped all the little raillery which wounded him 
so deeply on this occasion." 

«*Cf. the description of Zoflfany's portrait of Garrick and Mrs. Clbber 
as Jaffler and Belvldere in Fitzgerald's The Garrick Club, 164. 

*• Boaden. I. c, 1 : 126, 127. 

<• Fitzgerald. I. c, 194. 

*» Boaden. I. c, II: 221. 

^Boaden, James, The Life of Mrs, Jordan (London, 1881). II: 41. 42. 
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"My God! a comtnander of an armed force blowing his own trurn^ 
pet/— Gracious Heaven! Why that is a Roman habit, and that a 
Grecian helmet! There goes James the First's ruif— and Charles 
the First's armour— Shields of all shapes, cross-bows like pick-axes; 
and .... a modern parade Dntm-Major!!"* 

Such tales have a certain piquancy, but they are not sev- 
erally important save as they illustrate the general lack of 
concern for accuracy in matters of costuming. Of much 
more significance than these customary eccentricities and 
inaccuracies are the occasional attempts at correctness. I 
have already instanced Macklin's red hat in The Merchant 
of Venice and his old Caledonian costume in Macbeth. Oc- 
casionally these spasmodic attempts at correctness were made 
in the dressing of the principal character only. Davies 
records in his Dramatic Miscellany: 

It is but within these twenty years that the plays of Richard III 
and Henry VIII were distinguished by the two principal characters 
being dressed with propriety, though differently from all the rest 
Falstaff was till very lately, an unique in dress as weU as character.** 

And Boaden in describing the production of Dr. Delap's 
Captives of 1786 said : 

The only thing noticeable in the tragedy was, that Kemble ap- 
peared in the genuine Scottish dress, but had no other actor on the 



^Ibid., SI, 82. 

"« Davies. I. c. III: 81-83. Miss Alice Wood's The Stage Hietory of 
Bhaheapeare'e King Richard the Third (New York. 1909). 108. 109. 
makes an interesting note relative to this comment of Davies: '*Through- 
out the period great regrard for costume, so far as richness of effect was 
concerned, persisted, but little was done for its propriety, as the portraits 
of the time show. In Hogarth's pdrtrait of Oarrick as Richard the 
Third the dress is Elizabethan, with trunks and hose, ruffs at neck and 
wrists, and the short sleeveless fur-edged coat, showing the puffed sleeves 
of the tunic. This costume is probably the traditional one from the 
Shakespearian stage, and leads me to believe that Richard, even in 
Gibber's personation, never appeared in contemporary dress, whatever the 
minor characters may have done." After quoting the passage from Da- 
vies, she continues: "This seems to have been true throughout Garrick's 
management. Whether Davies by 'propriety' meant that he thought 
Richard was in the dress of the afteenth century is not clear, but his 
archeologrical knowledge as to the proper costume of that time, was 
probably not in advance of that of his contemporaries." See also the 
account in Personal Reminiacencee of O'Keefe, Kelly and Taylor, (R. 
A, Stoddard, ed.. New York, 1816), under "Reminiscences of O'Keefe." 
p. e4. 
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Stage to keep him in countenance. These solitary flashes of pro- 
priety denoted the zeal of the great actor for the truth of exhibi- 
tion; a time was soon to arrive, when he would carry his wishes 
beyond himself, and produce a tragedy on the stage, through the 
whole <^ whose characters, illustrations, or means, one correct, 
presiding mind should be clearly discerned.*' 

This sort of zeal was occasionally employed in gaining 
local color in costume also. The interest in China and in 
the Indies is reflected particularly in the drama of the cen- 
tury, but this interest did not secure scientific accuracy in 
the portrayal of dress or customb. For instance, the well- 
known picture of Mrs. Bracegirdle as the Indian Queen 
shows her in the satin gown — ^well boned — and the plume of 
feathers usual to an heroic part. But her bare feet are 
encased in sandals, and two black boys in barbarically scanty 
attire attend her to carry her elegant train and hold over 
her head a palm leaf shade. 

In order to establish correctness as one of the principles 
of costuming, the essential condition, of course, was the 
knowledge of ancient costumes and old armor, as well as of 
the costumes of foreign peoples. It was thus necessary that 
the work of the archeologist and the antiquarian, the his- 
torian and the traveler precede that of the stage manager. 
To take account only of those events* which were most di- 
rectly influential in the matter of stage costume, it is neces- 
sary to remember that the eighteenth century was distin- 
guished by the discoveries at Herculaneum and Pompeii; 
that the important Society of Antiquaries, reorganized in 
1707, was put on its present basis in 1751, beginning in 1747 
the publication of Vetera Monumenta, and ^n 1770 the publi- 
cation of Archeohgia; that in 1770 Bishop Percy's transla- 
tion of Mallet's Northern Antiquities was published; that 
the flrst great popular history of England, Hume's History 
of England, made its appearance between 1754 and 1761, fol- 
lowed by Doctor Henry's History of England after 1768; 
that in 1711 an Academy of Painters was founded witi Sir 



»Boadeii. James, Memoin of the Life of John Phaip KemhU, Beq., 
(London. 1826). I: S36. S36. 
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Ckxifrey Kneller at its head; that in 1758 the Duke of Rich- 
mond opened a gallery of casts from the antique in White- 
hall ; and that in 1768 was founded the Royal Academy. Be- 
tween 1803 and 1806 the Elgin marbles were brought to Eng- 
land. And in the early years of the nineteenth century 
were published Scott's works with their popularizing of anti- 
quarian pursuits.'^ 

This interest in people of other times and of other lands 
was characteristic of the whole Romantic Movement; as it 
affected stage costume its most important manifestations were 
seen in the publication of works of costume in increasing 
numbers after the middle of the eighteenth century and 
through the first quarter of the nineteenth. According to 
Planch6, the first English work of this sort, save works pub- 
lished in Latin during the sixteenth and seventeenth cen- 
turies, was Thomas Jeffery's A Collection of the Dresses of 
Different Nations, Ancient and Modem, after the Designs 
of Holbein, Vandyke, Hollars, and others, published from 
1757 to 1772. The most important work on costume, so far 
as the stage was concerned, however, was Joseph Strutt's 
Horda Angelcynnan, or A Compleat View of the Manners, 
Customs, Arms, Habits, etc. of the Inhabitants of England, 
published in 1775. This three-volume work is painstaking 
in its accuracy; it contains extensive descriptions and many 
illustrative plates. The author described it as, so far as he 
knew, "the first attempt of this sort ever made in this 
country," and it has remained the foundation work upon 
which later students have based their researches. Strutt's 
work was followed by a series of works of related character 
during the early years of the nineteenth century. And in 
1814 was published a work making in its preface definite 



"PlancM. J. R., In bis RecoXlectUyns, I: 224, aays: *To Sir V^alter 
Scott the honour is due of haviner first attracted public attention to the 
advantages derivable from the study of such subjects as a new source of 
effect as well as of historical illustration; and thougrh his descriptions 
of the dress, armour, and architecture of the Anglo-Norman and Medie- 
val periods are far from correct, those fn the romances and poems, the 
scenes of which are laid in his own country or elsewhere during the six- 
teenth and seventeenth centuries, are admirable for their truth and 
graphic delineation*'. 
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claims of particular significance. This work was Charles 
Hamilton Smith's The Ancient Costumes of Oreat Britain 
and Ireland, from the Seventh to the Sixteenth Century. 
The preface explains : 

The Collection of Ancient Costumes exhibited in this Volume is 
selected from an immense mass of materials in the possession of 
the Author. It was originally begun for private amusement, and 
with a view to ascertain more correctly the Clothing, Arms, Decora- 
tions, and appearance of historic characters in the earliest periods 
of our annals than had as yet been attempted. It was evident 
that, notwithstanding the labours of the accurate Mr. Strutt, truth 
of costume was little regarded either by Painters or Actors; and it 
seemed that this inattention to so essential a part of historic repre- 
sentation arose from a prejudiced idea in a great proportion of the 
Public, which conceived, that the pursuits of the Antiquary are 
dry, tasteless, and inelegant; and that to introduce upon the sta^e 
or upon the canvas materials derived from such a source, must 
naturally destroy all beauty and harmony, and produce an insipid 
if not a burlesque effect. But an inspection of the following speci- 
mens will tend to prove the notion groundless, and shew that when 
the outline of the human form is preserved tolerably correct, the 
draperies and armour will not be wanting in beauty or grandeur. 
Far from diminishing the impression intended to be conveyed, an 
adherence to the Costume of the times represented will augment 
the illusion, and assist to explain the meaning."* 

This work was amply illustrated by colored plates. In 1815 
this work was revised and enlarged under the title of Cos- 
tumes of the Original Inhabitants of the British Isles, the 
author working in collaboration with Sir Samuel Meyrick. 
Mey rick's most famous work, however, is his A Critical In- 
quiry into antient Armour, published in 1824 and furnishing 
the basis of subsequent works on old armor and related sub- 
jects. The great work on British costume did not appear 
until 1834, when James Robinson Planch6*s History, of 
British Costume was published. The author commented 



■*In Paris in 1804-5 was published Recherchea aur lea Ooatumes, lea 
Moeura, lea Uaagea Reliffieux, Civile et MUitairee dee Ancief%e Peuplee, 
by J. Malliot which professed the reason for its existence to be found in 
the fact that (I quote from the Avertieaement to the second edition of 
1809) "Les artistes desiraient un llvre classique sur le costume et les 
moeurs des anciens peuples". 
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particularly on the changing habits of the stage in regard 
to dress and on the consequent need for a handbook of cos- 
tume. He explained: 

The taste for a correct conception of the arms and habits of our 
ancestors has of late years rapidly diffused itself throughout Europe. 
The historian, the poet, the novelist, the painter, and the actor 
have discovered in attention to costume a new spring of informa- 
tion and a fresh source of effect 

This interest revealed in the works on historical costume 
was paralleled by an interest in the costumes of foreign peo- 
ples which was manifested especially during the early years of 
the nineteenth century but which was not particularly in- 
fluential in contemporary stage affairs so far as I have been 
able to discover. The work of William Miller (or Miiller) 
was of particular importance."* 

To make available the knowledge of costumes and customs 
of the ancients and of strange peoples was, of course, the 
work of the scholar. To interpret this knowledge to the 
audience at the theater was the task of the stage manager 
and his assistants. That this task became more and more a 
necessary one as the taste of the people was educated through 
their knowledge of the results of the work of these students 
of research is, of course, apparent. Naturally, therefore, 
during the late eighteenth century and the early nineteenth 
century there was a growing importance attached to the po- 
sition of stage manager and a new interest in stage artists. 

It is, of course, apparent that the Romantic demand for 
realism embraced the demand for the use of real materials 
in stage costumes and for accuracy of historical detail and 
local color in their design. Garrick, as I have already said, 
did not make any noteworthy contribution to correctness 
in theatrical dress. He apparently was not interested in 
antiquarian pursuits, and whatever contributions he made 



**For &n account of the work of MiUer, see the article in the Die^ 
tUmary of National Biography. Also article in aetktlemam^a MagaMine, 
1845, Pt 1, 102, lOS. He was the author of a series of works in quarto on 
the costumes of China, Russia, Turkey, etc., published durinir the first 
years of the nineteenth century. 

14 
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were made for the sake of scenic novelty and were offered as 
spectacular attractions to the public. He did bring about 
the use of elegant materials, real jewels, and similar luxurious 
trappings on the stage, but again he seems to have been in- 
terested in them not because of their answering the artistic 
demand for reality but because they were extravagances 
which the public would pay to see. 

Yet however much Garrick failed to pursue the ideals of 
accuracy on the stage, he is to be reckoned as important in 
the history of the progress of stage realism because of his 
bringing to the English stage De Loutherbourg. In 1771 
Garrick met this Alsatian artist, already popular in Paris, 
where he had studied ''stage illusion and mechanics," and 
engaged his services for Drury Lane, where he continued to 
work until 1781. Later he went to Covent Garden. The 
Dictionary of National Biography states rather overwhelm- 
ingly and vaguely that he reformed theatrical costume. 
Such a claim is not quite modest enough, but it is certain 
that De Loutherbourg did contribute to the stage even be- 
fore the Eemble period a distinct interest in accurate and 
effective costuming on the stage. Primarily his interest 
was in scenic effect, but he realized, apparently for the first 
time in the history of the English stage, the relation of cos- 
tume and scenery, and the necessity for making both pro- 
duce an unified artistic effect, as well as the necessity for 
making both accurately reproduce the environment of the 
characters of the play. On December 20, 1785, under his 
direction there was produced at Covent Garden, O'Keefe's 
pantomime, Omai or Obessa, Queen of the Sandwich Isles, 
the costumes being designed from studies made by John 
Webber, R. A., the painter who was with Captain Cook on 
his last voyage, and who painted The Death of Captain 
Cook.^^ As nearly as I can ascertain, this was the first per- 
formance on the English stage characterized by the attempt 
to secure absolute accuracy in regard to foreign costume by 



••For an account of this performance see article In Die. of Nat. Biog, 
on De Lootherbourg. comment in the Loiufon MagoMine for the month, 
and In Boaden's Kemhle, I: Sll. 312. 
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having dresses designed by an artist from studies actually 
made on the spot. De Loutherbourg's contribution to the 
realism of stage costume came because of his scientific in- 
terest in accuracy and because of his interest in producing' 
the semblance of real life on the stage. His invention of 
stage thunder, of cloud effects realistically conceived, of the 
many mechanical devices for securing realism in stage ef- 
fects, was in the realm of costume apparently paralleled by 
his desire to produce equally the illusion of reality. Of his 
realization of the artistic value of costume and scenery I 
shall speak later.^ 

Giving full recognition to the work of the early realists 
from Aaron Hill to De Loutherbourg, we must still acknowl- 
edge that it is really to the Eembles that we owe the final 
prevalence of accuracy in matters of historical detail and 
local color on the English stage. Boaden sums up the state 
of affairs in 1785 at the time when John Eemble came into 
power : 

Upon the London stage, nearly everything, as to correctness, was 
to be done. The ancient kings of England, or Scotland, or Den- 
mark, wore the court dress of our own times, as to shape; and as to 
colour, the rival monarchs of England and France opposed their 
persons to each other in scarlet and gold-lace, and white and silver. 

Kemble decided 'Hhat a grand and permanent attraction 
might be given to Drury Lane by increasing the power of 
Shakespeare." Boaden continues: 

This he proposed to effect by a more stately and perfect repre- 
sentation of his plays — ^to attend to all the details as weU as the 
grand features, and by the aids of scenery and dress to perfect the 
dramatic illusion. 

La Clairon had already attempted something of the sort in 
Paris, the author adds."^ In the words of Kemble 's farjs- 
well speech at Drury Lane in 1817, his object had been 
throughout his career the establishment of **a union of pro- 



"For the most complete record of De Loutberbourg, see Profeasor W. 
J. LAwrence, The Pioneera of Modem Bnglieh Staffe-Mountinff: PhUUpe 
Jacques de Loutherbourg, R. A, in the MagoMine of Art, XVni: 172-178. 

"Cf. Boaden, Life of Kemhle, I: 279-285. 
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priety and splendour in the representation of our best plays, 
and particularly of those of the divine Shakespeare."** 
This object he sought to attain by the close study of anti- 
quarian researches and artistic principles. 

Commenting on the state of the theatre eight years later, 
Boaden again sums up the demands which Eemble had to 
meet: 

Dress, too, was now become a matter of no sUght moment; the cos- 
tume was to be accurate, which was not expensive, and the mate- 
rials were to be genuine, not imitation, which certainly was expen- 
sive, and very heavily so." 

Certainly Eemble gave more consideration to both aspects 
of the subject than had ever been given before. In general, 
he fixed the lines of development for the stage of the next 
century, and the stage during his time attained a dignity 
and splendor in its productions which had been undreamed 
of before. 

With the name of John Eemble, however, there must al- 
ways be associated that of William Capon, an artist and 
antiquary of note in his day. Capon worked with Eemble 
at Drury Lane after 1794, when at the opening of the new 
theatre it was decided to put all the splendor on the prin- 
cipal piece rather than on the after-piece as before; and 
later, when Eemble found himself with a free hand at 
Covent Garden in 1809, he engaged Capon as stage artist 
for that theatre likewise and entered upon an era of prodigal 
expenditure upon scenery and costume under his direction. 
It is generally conceded that it is to Capon, whose knowl- 
edge of antiquities and whose antiquarian zeal made him 
diligent in producing scenery characterized by accurate his- 
torical detail, that Eemble owed much of his interest in stage 
scenery and in stage costume.** 



"■Quoted in J. F. Molloy's Life and Adveniturea of Edmund Kean (Lon- 
don. 1888) II: SO. 

•• Boaden, Life of Mre, Jordan, 1 : 264, 256. 

«>Cf. Foote, Horace, A Compankm to the Thetree (1829), 124. For a 
more complete account of Capon's work, see Profeasor W. J. Lawrence'a 
arUde, The PUmeere of Modem Bnglieh Stage Mounting: WiUiam Ca- 
pon, In the MagaMne of Art, XVIII: 289-292. 
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Eemble's most extensive contributions at this stage were 
made in Roman plays. In fact, we find him again and again 
referred to as "that noble Roman." Doran says of him: 
**That his sympathies were classical, may in some sort be 
accepted from the fact, that he began his public life in 1776 
— ^at Wolverhampton, with Theodosius, and closed it, at 
Covent Garden, in 1817, with Coriolanus.'' And again: 
"In one class of character Eemble was preeminent. He was 
'the noblest Roman of them aU.' His name is closely asso- 
ciated with Coriolanus, and next with Cato."** Planch^ 
says that he was most interested in the production of Roman 
plays. And in general we see, I think, in Kemble's per- 
sonal preference and in the general interest in Roman re- 
vivals which characterized the century the reason for the 
early insistence upon comparative accuracy in the dressing of 
Roman characters on the stage. 

Curiously enough Kemble was apparently fearful of be- 
ing taken for a dry-as-dust antiquarian in the manner of the 
modem college professor who fears to be "high-brow.** 
Planche tells of a visit to Francis Douce which threw light 
on the subject : 

This gentleman had assisted Mr. John Kemble when he intro- 
duced several alterations in the costumes of Shakespeare's plays, 
particularly those founded on Roman history; for which latter, 
however, he drew his materials from the columns and arches of the 
emperors, and not from the contemporaneous republican authori- 
ties. When urged to do so, and to "reform it altogether", he ex- 
claimed to Mr. Douce, in a tone almost of horror, "Why, if I did, 
sir, they would caU me an antiquary". "And this to me, sir!" said 
the dear old man, when he had told me of the circumstance, "to 
me, who flattered myself I was an antiquary".** 

That it was left for Charles Kemble to bring about the re- 
forms more timidly inaugurated by his brother is to be seen 
from the following account of events leading to the famous 
performance of King John. The account is taken from J. R. 



« Doran, I c, II: 276. 277. 

"Planch*, J. R.. The RecoUectUm* and Reflections of, (London, 1872). 
I: 54. 
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Planch^'s Recollections and constitutes one of the most signi- 
ficant of stage records : 

In 1823 a casual conyeraation with Mr. Kemble respecting the 
play of "King John/' which he was about to reYlve for Young, who 
had returned to Covent Garden, led to a step, the consequences of 
which have been of immense importance to the English stage. 
. . . . I complained to Mr. Kemble that a thousand pounds 
were frequently lavished on a Christmas pantomime or an Easter 
spectacle, while the plays of Shakespeare were put upon the stage 
with make-shift scenery, and, at the best, a new dress or two for 
the principal characters. That although his brother John, whose 
classical mind revolted from the barbarisms which even a Garrick 
had tolerated, had abolished the bag wig of Brutus and the gold- 
laced suit of Macbeth, the alterations made in the costumes of the 
plays founded upon English history in particular, while they ren- 
dered them more picturesque added but little to their propriety; 
the whole series, "King Lear" included, being dressed in habits of the 
Elizabethan era, the third reign after its termination with "Henry 
VIII.," and, strictly speaking, very inaccurately representing the 
costume even of that period. ... It was decided that I should 
make the necessary researches, design the dresses, and superintend 
the production of "King John", gratuitously, I beg leave to say; 
solely and purely for that love of the stage. . . . Fortunately 
I obtained through a mutual friend, an introduction to Doctor, after- 
wards Sir Samuel Mesrrick, who had Just published his elaborate 
and valuable work, A Critical Inquiry into Ancient Arms and Arm- 
our, and was forming that magnificent and instructive collection 
now exhibiting at South Kensington .... He entered most 
warmly and kindly into my views, pointed out to me the best au- 
thorities, and gave me a letter of introduction to Mr. Francis Douce, 
the -eminent antiquary, from whom also I met with the most cor- 
dial reception. 



Mr. Douce .... most liberally placed the whole of his 
invaluable collection of illuminated MSS. ... at my disposal. 
He paid me also the great compliment of lending me his fine copy 
of Strutt's Dress and HaHts of the People of England, coloured 
expressly for him by its author. ... Dr. MeyHck was equally 
kind and of great assistance to me, for of armour our artists and 
actors in those days knew even less than of civil costume. In the 
theatre, however, my innovations were regarded with distrust and 
Jealousy. Mr. Faucett, the stage-manager, considered his dignity 
offended by the production of the play being placed under my direc- 
tion. ... Mr. Farley also took huff. He was the recognised 
purveyor and director of spectacles, and dreaded "the dimming of 
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his shining star". The expenditure of a few hundred pounds on 
any drama, except an Easter piece or a Christmas pantomime, was 
not to he tolerated. "Besides", he piteously exclaimed, "if Shake- 
speare is to he produced with such splendor and attention to cos- 
tumes, what am I to do for the holidays?" .... Never shall 
I forget the dismay of some of the performers when they looked 
upon the flat-topped chapeaux de fer ifer hJanc, I confess) of the 
12th century, which they irreyerently stigmatised as stetopans! 
Nothing hut the fact that the classical features of a Kemhle were 
to he surmounted hy a precisely similar ahomination would, I think, 
have induced one of the rebellious barons to haye appeared in it 
They had no faith in me, and sulkily assumed their new and strange 
habiliments, in the full belief that they should be roared at by the 
audiences. They were roared at; but in a much more agreeable 
way than they had contemplated. When the curtain rose, and dis- 
covered King John dressed as his efllgy appears in Worcester 
Cathedral, surrounded by his barons sheathed in mail, with cylin- 
drical helmets and correct armorial shields, and his courtiers in the 
long tunics and mantles of the thirteenth century, there was a roar 
of approbation, accompanied by four distinct rounds of applause, 
so general and so hearty, that the actors were astonished, and I 
felt amply rewarded for all the trouble, anxiety, and annoyance I 
had experienced during my labours. Receipts for 400 to 600 pounds 
nightly soon reimbursed the management for the expense of the 
production, uid a complete reformation of dramatic costume became 
from that moment inevitable upon the English stage.** 

And indeed this performance of King John in 1823 did mark 
the climax of the struggle for realism in stage cogtoming, a 
realism evidenced in the use of real materials and in strict 
adherence to historically accurate designs. 

However, any account of the Romantic Movement on the 
stage which included only a history of the growth of realism 
would be altogether misrepresenting the true state of affairs. 
Just as elsewhere, the Romantic Movement in its later mani- 
festations was revealed on the stage by a new interest in clas- 
sical tradition. In costume this interest was revealed by a 
new emphasis on beauty of line and by the consequent use of 
materials adapted to drapery. That such a result was in- 
evitable is at once evident when one remembers the supreme 
importance of the Herculaneum and Pompeii discoveries and 



•/MA, I: 6J-67. 
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of the bringing of the Elgin marbles to England. The in- 
terest in sculpture evident in the forming of the societies 
which preceded the founding of the Boyal Society is also to 
be considered, and likewise the translation in 1765 by Fuseli 
of Wincklemann's Reflections on the Painting and Sculpture 
of the Oreeks. 

John Eemble is said to have been much interested in Bo- 
man dress — as in all things Roman. Doran says of him: ''I 
think, in the old Roman habit he was most at his ease ; there, 
art, I am told, seemed less, nature more". And again he 
says, * * He bore drapery with infinite grace ' '.•* Boaden speaks 
of his fondness for Roman dress many times, and, indeed, the 
recognition of his appreciation of drapery is general among 
his biographers and critics. 

However, Mrs. Siddons, rather than her brother, seems to 
have been the first to apply the lessons taught by Greek sculp- 
ture to the matter of stage costume. Her interest in sculp- 
ture probably was largely brought about through her friend- 
ship with the Honorable Mrs. Damer, a sculptress of some 
note in her own day. Speaking of the Eemble performance 
of Coriolanus in the season of 1788-89, Boaden says : 

By a course of peculiar study, antiquity became better known to 
Mrs. Siddons; and Mr. Kemble also grew more completely Roman. 
Mrs. Damer bad led ber friend into admiration of tbe forms wbicb 
she bad modelled; and I presume it was from the display of that 
lady's talent, that the great actress became attached to tbe same 
pursuit. The application to statuary is always the study of the 
antique. It soon became apparent, that Mrs. Siddons was conver- 
sant with drapery more dignified than the shifting robes of fash- 
ion; and in truth her action also oocasionaUy reminded the specta- 
tor of classic models. She had not derived this from any foreign 
theaters, for she had then seen none. Her attention to sculpture 
accounts for it satlsfkctorily.** 

Commenting on Mrs. Siddons in the season of 1791-92 Boa- 
den again emphasizes the fact that her interest in statuary 



•« Doran, 2. c, II: 276, 276. 

*• Boaden, Life of Ketnhle, 1 : 426. 
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had made an impression in regard to "simplicity of attire 
and severity of attitude". He continues, 

The actress had formerly complied with fashion, and deemed the 
prevalent becoming; she now saw that tragedy was debased by the 
flatter of light materials, and that the head, and aU its powerful 
action from the shoulders, should never be encumbered by the mon- 
strous invention of the hair-dresser and the mlUiner.** 

In his life of the actress, Thomas Campbell also gives prom- 
inence to this interest of Mrs. Siddons. He says that in 1789 
or 1790, Mrs. Siddons visited a shop in Birmingham, and un- 
recognized, bought a bust of herself. Deciding that she could 
do better herself, she took up modeling. He comments: 

This circumstance lead her to study statuary; and I have no 
doubt was beneficial to her taste in drapery and acting. At the 
same time, I distinctly remember her telling me that predilection 
for the classic costume was anterior to this period, and that one 
evening, in the second season of her acting at Drury Lane, when 
she had dismissed the fashionable curls and lappetts. Sir Joshua 
Reynolds came up to her, after the play and rapturously praised 
the round apple form which she had given to her head.** 

Campbell also quotes from Mrs. Siddons her own account of 
this interest. She is reported to have made the following 
statement: 

Sir Joshua often honoured me by his presence at the theatre. 
He approved very much of my costume, and of my hair without 
powder, which at that time was used in great profusion, with a red- 
dish-brown tint, and a great quantity of pomatum, which, well 
kneaded together, modelled the fair ladies' tresses into large curls 
like demi-cannon. My locks were generally braided into a small 
compass, so as to ascertain the size and shape of my head, which, 
to a painter's eye, was of course an agreeable departure from the 
mode. My short waist, too, was to him a pleasing contrast to the 
long stiff stays and hoop petticoats, which were then the fashion, 
even on the stage, and it obtained his unqualified approbation.** 



«* Boaden, Life of Mtb. Siddont, U: 290, 291. In this place also Boaden 
comments on the fact that the French debased the classical mode to an 
approach to nakednees, and he commends the temperateness and beauty 
of Mrs. Siddons's modifications. 

«CampbeU, Thomas, Life of Mr; Siddons (London, 18S4), H: 266. 267 

•/bid.. I: 244. 246. 
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All who have written of their impressions of Mrs. Siddons 
have apparently noted her love for beauty of line and her con- 
sequent adapting of costume and gesture to secure the dig- 
nity and grace to be attained only by due regard for the pre- 
servation of the natural curves of the human body and the 
sweeping gestures of unhampered movement. When it is re- 
membered that Mrs. Siddons was absolutely without a rival, 
that she stood unchallenged in her greatness, that other ac- 
tresses took her as their model, and that, moreover, she repre- 
sented the same interests that dominated the work of her 
brothers in their career as theatrical managers, it is easily 
seen how all-important was the interest in sculpture expressed 
in her own costume and in her action on the stage. 

However, it was not a single influence, not even that of 
Mrs- Siddons 's interest, that brought about new attention to 
the line of drai>ery. During these years when the Eembles 
dominated the London stage, the Academy leaders, Barry, 
Opie, and Fuseli, were giving utterance to theories regarding 
the importance of the study of Greek sculpture to the study 
of painting, and were stressing particularly the value of 
beauty of line. A perusal of their lectures will reveal the 
fact that just as costume on the stage came to express the 
tendency to preserve always the beauty of the natural curves 
of the body, to insist on beauty of line in drapery, and to 
value richness of texture in costume material, these ideas 
were finding their logical sponsors also among the leading 
Academicians. Hogarth had in 1753 insisted in his Analysis 
of Beauty on the value of gesture in obtaining restful and 
beautiful lines. Sir Joshua Reynolds had in his Discourses 
commented on the need for elevation and dignity in art But 
in these later Academicians we flnd full and concrete analysis 
of these truths.** 

According to his biographers, John Kemble was always in- 
terested in painting and painters. Boaden says that he made 
daily rounds of the studios of his friends. It is impossible 
not to think that the theories constantly discussed in relation 



«*Cf. LeetuTf on Pa^iUino hy the Royal Aoademioiafii*: Barry, Opi$, 
and FuMoH, Ed. by R. W. Wornum, London, 1848. 
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to their application to painting should also have seemed 
applicable to the art of the stage, an art which he considered 
as seriously from an aesthetic and philosophical point of view 
as ever painter considered his art. 

This association with the artists of his time also apparently 
led Eemble to take interest in the presentation of the super- 
natural on the stage.^* Of course, this interest in the super- 
natural was characteristic of the whole Romantic Movement. 
On the stage, however, only very inadequate and unconsid- 
ered treatment had been given to ghosts, witches, fairies, and 
elemental spirits until the treatment of such beings by Reyn- 
olds and Fuseli gave Eemble and his associates new ideas as 
to the possibilities of their presentation on the stage. It is 
said that Booth as the Ghost in Hamlet wore cloth shoes with 
cloth soles, so that ''the sound of his step should not be heard 
on the stage, which had a characteristical effect ".^^ For 
many years during a later period the Ghost wore armor while 
the young Hamlet wore a modem suit.^* The witches of Ifoc- 
beth wore varying, but unvaryingly inappropriate costumes. 
Mrs. Crouch wore **a fancy hat, powdered hair, rouge, point 
lace, and fine linen" when playing one of the witches in Mac- 
beth, even while Kemble was manager in 1788-89. Boaden is 
inclined to justify her dress on the ground that there must 
have been some of the fallen spirits who could assume a beauti- 
ful appearance. 

Besides [be says], I know not why the stage should refuse those 
aids of elegance and fancy, which that inimitable artist Sir Joshua 
Reynolds introduced in this very caldron scene in Macbeth, and the 
still bolder imagination of Fuseli constantly displayed when dress- 



^ Fuseli was much Interested In the presentation of the superna- 
tural. His comment on the presentation of Macbeth sounds quite 
modem. (See Lectures, I c, p. 454) : "It is not by the accumulation 
of infernal or magric machinery, distinctly seen, by the introduction of 
Hecate and a chorus of female demons and witches, by surrounding: him 
with successive apparitions at once, and a range of shadows moving: 
above or before him. that Macbeth can be made an object of terror. To 
render him so you must place him on a ridgpe, his down-dashed eye ab- 
sorbed by the murky abyss: surround the horrid vision with darkness, 
exclude its limits, and shear its light to grlimpses". 

*« Cooke, MacklMi, 16. 

"Boaden, Life of Kemhle, I: 104. 
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ing the gay creatures of the element, that "live in the colours of the 
rainbow." The group did not consist entirely of witches — spirits of 
the four elements mingled in the incantations.^ 

The Dramatic Mirror records the performance of Macbeth 
which oi>ened the new Dmry Lane in the season of 1793-4. 

The scenes were all new, and the witches no longer wore mittens, 
plaited caps, laced aprons, red stomachers, rulTs, etc., (which was 
the dress of those weird sitterM, when Messrs. Beard, Champness, 
etc. represented them with Garrick's Macbeth), or any human garb, 
but appeared as preternatural things, distinguishable only by the 
fellness of their purposes and the fatality of their delusions. Hec- 
ate's accompanjrlng spirit descended on the cloud, and rose again 
with her. In the cauldron scene, new groups were introduced to 
personify the black spirits and white, blue spirits and grey. The 
evil spirits had serpents writhing round them, which had a strik- 
ing elTect.^^ 

Boaden was much interested in the whole matter and in- 
sisted that the stage should in King Henry VIII. copy Fuse- 
li's treatment of the scene depicting the dream of Queen 
Eatherine.^'^ Boaden himself, he says, copied from Fuseli's 
notebook certain costumes for the 1798 performance of the 
BardS' of Cambrai.''^ And for the presentation of Mrs. Rad- 
cliffe's Romance of the Forest, dramatized by Boaden, the 
treatment of the spirit was based on that of Fuseli's picture 
of the Royal Dane published in Boydell's Shakespeare Gal- 
lery in 1803. The desired effect was secured by susi>ending 
gauze over a portal. A tall man with stately tread was se- 
cured for the ghost. "A dark blue grey stuff made in the 
shape of armour, and sitting close to the person furnished the 
costume".*^ 

The increasing effectiveness of the stage treatment of super- 
natural beings was, of course, conditioned upon the better 
lighting of the stage and upon a greater variety of stage ma- 
chinery. Indeed, if we are to trace the causes which led to 



«* Boaden, Life of KemhU, I: 417, 418. 

**The Dramatic Mirror by Thomaa aUlUand (London, 1808), I: 146. 

«• Boaden, t c, U: 121. 

^Ihid,, n: 219. 

"/b«., n: 96-98. 
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a new interest in costume and to a new realization of the 
value of costumes as an integral part of the stage picture, we 
must consider the physical changes of the stage during the 
late eighteenth and early nineteenth centuries. To quote H. 
Barton Baker's History of the London Stage: 

A drawing of the interior of Covent Garden, made about 1763, 
shows us a stage lit at the back by six chandeliers, each with 
twelve candles in brass sockets. Garrick abolished these at Drury 
Lane when he returned from the Ck>ntinent, substituting concealed 
lamps in their place and introducing footlights.** 

With a stage half proscenium, and lit by candles, there was not 
much scope for scenic eftects, nevertheless Garrick engaged the 
famous Dutch artist Lontherbourg, etc.** 

In The Annals of Covent Garden Theatre is reproduced an 
old print — perhaps the one referred to by Mr. Baker, show- 
ing this old scheme of lighting. Professor Lawrence likewise 
describes the 1763 print which is reproduced in his article 
on De Lontherbourg. In explaining the significance of De 
Lontherbourg 's contributions to the theatre, he says: 

That the scenery of Garrick's earlier day was, for the most part, 
a vague and iU-lit setting, arose from the circumstance that the 
candle hoops were hung well to the front of the stage, which pro- 
jected beyond the proscenium into the pit Strictly speaking, the 
scenery of that era can hardly be dealt with as an integrant factor 
in the glamour of the playhouse, as the actors had invariably to 
step out of the picture in order to get into the focus. 

In a word, the drama in 1770, as in the days of Shakespeare, was 
stiU a rhetorical, not an illusive or pictorial, art. De Loutherbourg 
did not reform all this, but in the course of a decade he paved the 
way for Kemble, who brought realistic detail and local colour to 
the theatre. Almost his first work at Drury Lane under Garrick 
was his introduction of a series of headlights or border battens be- 
hind the proscenium, at once depriving the actors of any excuse for 
stepping outside the picture beyond that of custom, and increasing 
the relative importance of the scenery by a flood of illumination.** 

However, it was not until the season 1817-18 that the Lon- 
don playhouses were illuminated by gas instead of candle 



npasre 126. 
^Ibid,, 128. 
"* Lawrence, 2. c, 17S. 
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light, and it is not until the advent of this less temperamental 
means of lighting the stage that the definite value of costumes 
as a part of scenic effect came to be recognized. However, 
with a stage so lighted and so arranged as to include the 
actors in the scene, and with lights which made possible the 
arrangement of the stage with a view to lights and shadows, 
color and texture in garments became important as well as 
the line of drapery; and the recognition of the unity in the 
scene gave to the stage artist and stage manager new concep- 
tions of the stage picture. 

To trace the history of stage costume from 1660 to 1823, 
then, is to discover that the stage depended for the possibility 
of its development upon the receipts from pit and boxes ; that 
it shared the aesthetic theories of the time in common with 
all other arts ; and that its artistic effects were conditioned by 
matters of construction and illumination.*^ For a time after 
1660 there was not much attention given to matters of cos- 
tume on the English stage, save that certain traditions in re- 
gard to the dressing of particular characters were adhered to. 
There was no recognition of governing principles save that 
the better actor and the superior types of play deserved the 
better costumes. The first part of the eighteenth century, 
also, was a time of meagemess and shabbiness in the theatri- 
cal wardrobe; yet during these years Aaron Hill, Charles 
Macklin, and Sir John Hill were heralding the approach of 
a time when correctness and beauty should be sought on the 
stage in matters of dress. With the coming of Garrick the 
fat years of the theatres commenced, and it was possible grad- 
ually to answer the first demand of the Romantic Movement 
for realism by using more elegant materials in stage dresses. 
The demand for realistic presentation of historical detail and 



<^I have recently consulted the work of Adolphe Julien. Hiatoire du 
Costume au TMAtre depuia lea Origines du ThMtre en prance juequfi^ 
no9 Joura (Paris, 1880), and have been interested to find how definitely 
the history of the French theatre parallels that of the English. I can 
see no evidence, however, that in matters of costume the French, stage 
was directly responsible for changes made in the Bnglish stage. Indeed, 
the changes are too nearly coincident and the French stage too often 
lags behind, to permit such an inference. Other causes seem to me ade- 
quate to account for the changes noted in any case. 
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local color in costume was only occasionally heeded, howeyer, 
and in general resulted only in eccentricities and incongroi- 
ties when a progressive actor attempted to carry out his the- 
ories. The discoveries of the century, and the new impetus 
given to historical research resulted in the publishing of 
authoritative books of costumes after 1775. The new and 
improved lighting of the stage after 1765 gradually made pos- 
sible the conception of the stage as a picture in which cos- 
tumes and scenery must be regarded as one. Moreover, with 
the coming of John Eemble there was brought to the stage a 
new interest in accuracy and in splendor as well. The result 
was the designing and the execution of scenery and costumes 
under unified control. There was also during the Eemble 
regime a growing appreciation of classical beauty and a mod- 
ification of costume designs to secure beauty of line. An in- 
terest in the presentation of the supernatural was also evi- 
denced. The work of John Eemble was carried to its logical 
conclusion under the management of Charles Eemble, who 
had the invaluable assistance of Planch^, an artist and anti- 
quary whose chief interest came to be in historical English 
costume. 

In the early nineteenth century, then, we find in England, 
a Romantic stage insisting upon realism in costume, a realism 
based upon the accurate study of authority, but also a real- 
ism modified by the desire for beauty of the classical type. 
We find a stage conceived of as a picture in which scenery 
and costume unite to produce a single effect, a stage which, 
therefore, demanded a unified control in the design and execu- 
tion of scenery and costume, a stage which demanded also 
costly productions under expert managers and an army of 
artists and craftsmen. And such a stage has been the domi- 
nant factor in determining dramatic effect until our very re- 
cent theorists are forcing us again to search the foundation 
principles of our art to discover whether after all there be 
any good thing and true in realism. 
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JOSEPH FAWCETT : THE ART OF WAR 

Its Relation to the Early Development of William 
Wordsworth 

Arthur Beatty 



Introductory 

The early years of Wordsworth's life were very sparingly 
treated in the first biography of the poet^ As this was the 
official, authorized biography, it had a tremendous influence 
in determining the attitude which succeeding biographers and 
critics took towards their subject and in defining their method 
of treatment. It is certain that papers and documents ex- 
isted in abundance, which would have enabled the nephew 
biographer to give the history of these formative years in il- 
luminating detail. But he did not choose to present the 
material in its original shape ; he suppressed it almost entirely, 
using it almost wholly as texts for illuminating editorial 
comments. The writer of the authorized memoirs is a very 
judicious, capable writer, but his comments and interpreta- 
tions are a very inadequate substitute for actual evidence ; and 
the result of his example has been that the period of Words- 
worth 's life beginning with his graduation from Cambridge in 
1791 and extending to his reunion with his ''sole sister" 
Dorothy in 1795 is very imperfectly understood. The nephew 
may perhaps be said to have followed the example of the 
uncle, for the poet himself passed over the period very hastily 
and preserved silence regarding his ''juvenile errors".' By 



^Memo^9 of Wtfliom Wordsworth, by Christopher Wordsworth, D.D., 
Canon of Westminster, 2 vols., London, 1851. 
•Frelikle, XI: 64. 
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into a trade. ''One part of the nation pays another part to 
murder and be murdered in their stead; and the most 
trivial causes, a supposed insult or a sally of youthful ambi- 
tion, have sufficed to deluge provinces with blood."** 

Men deal in war largely because they fail to realize its 
horrors: 

We can have no adequate idea of this evil, unless we visit, at 
least in imagination, a field of battle. Here men deliberately de- 
stroy each other by thousands without any resentment against, or 
even knowledge of, each other. The plain is strewed with death 
in all its various forms. Anguish and wounds display the diversi- 
fied modes in which they can torment the human frame. Towns are 
burned, ships are blown up in the air while the mangled Umbs de- 
scend on every side, the fields are laid desolate, the wives of the 
inhabitants exposed to brutal insult, and their chUdren driven forth 
to hunger and nakedness. It would be despicable to mention, 
along with these scenes of horror, and the total subversion of aU 
ideas of moral Justice they must occasion in the auditors and 
spectators, the immense treasures which are wrung in the form of 
taxes from those inhabitants whose residence is at a distance from 
the scene.^ 

Such a terrible monster is not to be lightly invoked, even 
in the most righteous cause. There are only two justifiable 
causes of war; ''these are the defence of our own liberty and 
of the liberty of others. ' '*" The last principle will not justify 
invasion of another's territory, **to force a nation to be 
free.'?** '*But, when the people themselves desire it, it is 
virtue and duty to assist them in the acquisition.''*^ But, 
even though this is true, war is such an evil instrument, so 
evil in its very nature, "that it ought never to be selected 
as a means of promoting our best purposes, in any case in 
which selection can be practised."" 

Finally, the foster mother of Anarchy is despotism. De- 



^Politiaa Ju9tiee, U: 51C. 
**0p. oii., n: 61C-517. 
»0p. cit,, II: 620. 
^Op, cit., II: 620. 
^Op. oit., II: 620. 
^Op. eU., 11: 626. 
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Btroy despotism, and you destroy war and anarchy together. 
This is the final word of Reason on this theme: 

It is to deBpotism that anarchy is indebted for its sting. If 
despotism were not ever watchful for its prey, and mercilessly 
prepared to take advantage of the errors of mankind, this ferment, 
like so many others, being left to itself, would subside into an even, 
clear, and delightful caluK Reason is at all times progressive. 
Nothing can give permanence to error, that does not convert it 
into an establishment, and arm it with powers to resist an in- 
vasion."** 

Such is a brief outline of the philosophy of one of Words- 
worth 's most influential teachers as applied to war, — a theme 
which interested the poet very deeply. Godwin gave to 
Wordsworth and to many another young poet his first glimpse 
into the democratic Utopia, and the spell remained with the 
poet long after he had repudiated the system. The memory 
of youthful enthusiasms which had found their full satisfac- 
tion in Godwin for a season was an illumination in the years 
of sober maturity : 

Yet I feel . . . 
The aspiration, nor shall ever cease 
To feel it~ 



IV 

Joseph Pawcett, The Art of War, and Wordsworth 

Joseph Fawcett,** or Fawcet, was bom near Ware, in Hert- 
fordshire, about the year 1758. He received his early educa- 
tion at Daventry Academy, a dissenting school. He continued 
his education at a dissenting theological seminary, and be- 
came a preacher near Ware. He seems to have been a rather 
infiuential man, if we are to judge by the testimony of a 
number of people, among whom are William Gtodwin, who 



^Op, c«., II: 649. 
»TKe Prelude, XI: 266-269. 

>^My account is based on the article on Fawcett In The Dictionary of 
National Biography, 
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met him at this place when they were both about the age of 
twenty-three, and remained his friend throughout life: 

In my twenty-third year I became acquainted with the Rev. 
Joseph Fawcet, a young man of nearly my own age, one of whose 
favorite topics was a declamation against the domestic afTections, 
a principle which admirably coincided with the dogmas of Jonathan 
Edwards, whose work I had read a short time before. Mr. Faw- 
cet's modes of thinking made k great impression upon me, as he 
was almost the first man I had ever been acquainted with, who 
carried with him the semblance of original genius.** 

In this connection he pays this remarkable tribute to 
Pawcett : 

The four principal oral instructors to whom I feel my mind in- 
debted for improvement were Joseph Fawcet, Thomas Holcroft, 
George Dyson, and Samuel Taylor Coleridge." 

In 1780 he became minister of the Old meeting-house at 
Walthamstow, Essex, and soon afterwards revived the even- 
ing lecture at the meeting-house in Old Jewry. He resigned 
Walthamstow in 1787, but carried on the lecture at Old Jewry 
until about 1795. He soon became known as a popular 
preacher, and **much distinguished himself",** attracting to 
the Old Jewry ''the largest and most genteel London audience 
that ever assembled in a dissenting place of worship."** It 
is said that Mrs. Siddons and the Kembles attended the lec- 
tures frequently. The Gentleman's Magazine, a very hostile 
critic, speaks of Fawcett's ''bombast"; but reviews his 
Sermon on the Propriety and Importance of Public Worship, 
published in 1790, as noteworthy by, reason of its lack of the 
bitterness usually found in the pronouncements of dissenters 
on such matters, and goes on to recommend the sermon to 
persons of all ranks and denominations.** Praise from Syl- 
vanus Urban such as that indicates merit of a high sort on the 
part of a mere dissenter ! 

npaul, Charles Kegan. WOliam Godwin: hia Frienda and Contempor- 
ariet, 2 vols.* London, 1876, I: 17. 
»Lo<j. at. 

** Gentleman*9 Magaeine, 1804, 187. 
» Quoted In Dictionary of National Biography. 
"LXI, 1791. 246-246. 
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In 1795 Fawcett published a volume of Sermons, again 
characterized by The Gentleman's Magazine as "bombastic". 
In the same year he published his first poem,^fc« Art of War, 
in a quarto volume, which we reprint in full; and in 1797 he 
published The Art of Poetry, under the pseudonym of ''Sir 
Simon Swan." In 1798 he published a volume of Poem^, 
which included The Art of War, under the title CtvUized War, 
The Art of Poetry, and certain other poems which bear the 
mark of the new ferment in poetry. 

In the Preface to this volume he gives an important place to 
his earliest poem, and, speaks of it as follows, indicating 
clearly that the calamities of war to individuals and to na- 
tions occupied an important place in his thoughts: 

Howeyer humble a place in the scale of poetic excellence his 
readers shaU ultimately aUot him, it will ever be a source of 
proud satisfaction to him to remember that the first poetical effort 
he submitted to the public eye was neither a simple attempt to 
amuse the fancy nor to amuse the heart, but an indignant en- 
deavour to tear away the splendid disguise which it has been the 
business of poets in aU nations and ages to throw over the most 
odious and deformed of all the practices by which the annals of 
what is called civilized society have been disgracM." 

In 1800 he issued War Elegies, four years before his death 
in 1804. He died at Hedge Grove, near Walford, Hertford- 
shire, where he had resided as a farmer since his retirement 
from the Old Jewry in 1795. 

In order to make the personality of Fawcett more distinct I 
will add one of the several testimonies given him by William 
Haditt: 

The late Rev. Joseph Fawcett, author of The Art of War, etc 
It was he who delivered the Sunday evening lectures at the Old 
Jewry, which were so popular about twenty years ago. He after- 
wards retired to Hedgegrove in Hertfordshire. It was here that I 
first became acquainted with him, and passed some of the pleasant- 
est days of my life. He was the friend of my early youth. He was 
the first person of literary eminence, whom I had then known; 
and the conversations I had with him on taste and philosophy, (for 



"This pasMLge is quoted by Harper, O. M., William Wardaworth, hia 
Life, Work; and Influence, 2 vols. 1916, 1 : 262. 
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liis taste was as refined as his powers of reasoning were profound 
and subtle), gave me a delight, such as I can never feel again. 

The writings of Sterne, Fielding, Cervantes, Richardson, Rous- 
seau, Godwin, Goethe, Ac were the usual subjects of our discourse, 
and the pleasure I had had, in reading these authors, seemed more 
than doubled. Of all the persons I have ever known, he was the 
most perfectly free from every taint of jealousy or narrowness. 
Never did a mean or sinister motive come near his heart He was 
one of the most enthusiastic admirers of the French Revolution; 
and I believe that the disappointment of the hopes he had cherished 
of the freedom and happiness of mankind, preyed upon his mind, 
and hastened his death." 

WordBworth's connection with Pawcett is clearly indicated 
by the records that he himself has left. In The Prelude he 
says that during his residence in London, probably during 
the period 1792-1793 mainly, the Pulpit's oratory did not 
fail to achieve its higher triumphs : yet, 

Not unf elt 
Were its admonishments, nor lightly heard 
The awful truths delivered thence by tongues 
Endowed with various power to search the soul.** 

This passage refers to the preaching of Pawcett, as we see 
from the long introductory note to The Excursion, in the part 
in which Wordsworth gives the origin of the Solitary: 

. . . The elements of which I drew from several persons with 
whom I had been connected, and who fell under my observation 
during frequent residences in London at the beginning of the 
French Revolution. The chief of these was, one may now say, a 
Mr. Fawcett, a preacher at a dissenting meeting-house at the Old 
Jewry. It happened to me several times to be one of his congrega- 
tion, through my connection with Mr. Nicholson of Cateaton Street, 
who, at that time, when I had not many acquaintances in London, 
used often to invite me to dine with him on Sundays; and I took 
that opportunity (Mr. N. being a dissenter) of going to hear Faw- 
cett, who was an able and eloquent man. He published a poem on 



"Life of Holcroft, For other trtbutee see. Tahle-Talh (On cnii<Mm); 
Political SBMav9 (Character of Mr. Burke). Haxlitt. W. Carew Memoir' 
of William HoMlUt, 2 Vols.. London. 1872. contains a collection of Haxlltts 
opinions on Fawcett. with commenU by the editor. 1 : 75-79. 

»Book VII: 644-548. 
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war, which had a good deal of merit, and made me think more 
about him than I should otherwise have done. 

Wordsworth's express mention of his indebtedness to Faw- 
cett is made the more illuminating when we recollect that the 
influence of the preacher was exerted at the very time when 
the young poet was under the first absolute domination of 
Godwin and his system of absolute human reason and justice 
which would teach the nations not to make war any more. 



The Art of Wur as a Representative Poem 

I have spoken of The Art of War as a representative poem, 
in that it represents the characteristic attitude towards war 
on the part of those who sympathized with the democratic 
intentions of revolutionary programme. But it is repre- 
sentative also in that it represents a considerable number of 
poems partially or wholly on the theme of war, written for 
the most part by members of the Wordsworth group, or by 
persons who had directly or indirectly come into contact 
with him or with some member of his group, and between 
1790 and 1798. Wordsworth's part in this activity has been 
partially indicated ; but for a full record we must add Ruth, 
1799, and Her Eyes are WUd, 1799, and the noble record of 
the effect of the war on his mind from day to day as set down 
in The Prelude.*'^ 

Coleridge deals with this theme abundantly in both prose 
and verse, the most complete exposition of the subject being 
given in the essay On the Present War, February, 1795.'* 
In verse he treated the theme in Religious itusings (Lines 
159-197 and Note), 1794; in The Destiny of Natioris (Lines 
238-252), 1796; in the Ode to the Departing Year, 1796; in 
The Old Man of the Alps, 1798 ; in France, an Ode, 1798 ; and 
in the bitter satire on Pitt, Fire, Famine, and Slaughter, 1798. 



"•Book XI. especially lines 105-205. 
*^ EatavB on Hia Ovm Time9, 1 : 29-55. 
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Robert Southey contributed to the treatment of the theme of 
war in The Soldier's Funeral, The Soldier's Wife, and The 
Soldier's Epitaph, 1795; The Sailor's Mother, and The Battle 
of Blenheim, 1798. 

It is perhaps hard on Fawcett to compare him with the 
other members of this group with whom he came into living 
contact, and to whom he gave as much as he received. The 
other members were poets, and he was not. As regards 
poetic form, he adheres to all the practices of the eighteenth 
century school of poetic diction, and is entirely unconscious 
of the new tendencies towards poetic reform. He appeals 
almost exclusively to the sense of sight in his figures, and 
makes almost as lavish a use of personification as had Words- 
worth in his juvenile poems. The Evening Walk and Descrip- 
tive Sketches. Nevertheless, in spite of its shortcomings as a 
poem, The Art of War is more representative of the anti- 
military class of poetry than any of the other poems in this 
group, in that it expresses almost as passionately the new 
humanitarianism as Chiilt and Sorrow or the Ode to the De- 
parting Year, and at the same time supplies more completely 
than these, or than any other, the philosophical grounds upon 
which the friends of liberty and democracy would expel Mars 
the god of war from the temple wherein they worshipped as 
the worst enemy of both themselves and of the cause which 
they had nearest to their hearts. 



VI 



The Text of The Art of War 

It is interesting that the present poem was published by the 
famous publisher Joseph Johnson (1738-1809), at his shop in 
St. Paul's Churchyard. Johnson published for many authors 
of a revolutionary tendency or of revolutionary connections, 
such as Joseph Priestley, John Thelwall, and Home Tooke. 
In 1797 he was imprisoned for nine months and fined £50 for 
publishing a pamphlet by Gilbert Wakefield, a theologian too 
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advanced for the time. He was also the publisher for Mrs. 
Barbauld, William Cowper, and Erasmus Darwin ; and issued 
the first two poems of William Wordsworth. For many years 
he was looked upon as the dean of the English publishers. 

The Art of War had apparently no very great circulation. 
There is a copy in the British Museum ; and apparently only 
one copy in America, at the Harvard Library. By the cour- 
tesy of the authorities of the Harvard Library this copy is used 
in reproducing the poem, which is faithfully reprinted ver- 
batim et literatim, with a few comparative notes. The lines 
are not numbered in the original. 
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[P. 3] Lot, thou Btrange thing! That haat a power to feel 
Thou art, and to perceive that others are! 
Shyeet of secrets! that for ever shun'st 
Our fond research, curtaln'd In thickest shade! 
Thou moving mystery! that canst or move 5 

Or stop at pleasure! Curious mechanism! 
Whose sprtng Is spirit, and whose acUon, will! 
Warm conscious wax, on which aU passing things. 
Series of seals, successive Impress make 
Of pleasure or of pain! imperial mark, 10 

By which the frame almighty fingers form'd. 
Is known from moving systems made by man! 
Eminent work! which all the sons of skill. 
Prom every cUme convened, could ne'er, with all 
Their hand's collected cunning, emulate! 15 

[P. 4] Invention all divine! In the dull worm 

More brilliant workmanship, than all the domes 

Proud swelling, and with pomp of pillars dress'd. 

And all the witty engines, human Craft 

Hath e'er constructed!— If I find thy throb, 20 

Thou salient wonder! In the meanest thing. 

Victim of Custom's crush,— ere I put forth 

My power to tread thee out, my soul is selz'd 

With a restrictive awe, that bids me hold— 

And asks me, ere I end, what I with ease 25 

Can eD#, but not with all my power renew. 

If what is urg'd as reason for the act. 

Will Justify th' inflicUon of my foot 

Driv'n by what demon is the hand, that dares 
To quench thy flame, where the all quick'nlng breath 80 
Hath up to reason blown it? where thy beats 
Can high as virtue heave and kindle heav'n, 
That dares arrest the rolling of that eye. 
O'er all surrounding things that curious roves; 
That loves the sky, upllfU its look sublime, 85 

The stars peruses, and can clearly read. 
In nature's various volume round it spread. 
In radiant letters writ, the NAME DIVINB? 
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Wlien the first man found his first murder'd son, 
Stretch'd bruis'd and breathless on the gory ground, 40 

[P. 6] At whose unnatural end, to nature new. 

Blood's eldest cry to heay'n, pale Fancy paints 

Eclipse and earthquake, groanings under ground. 

Sore fighting winds, and general signs of woe 

Thro' nature's works;— stunn'd with astonishment, 46 

With horror stiff as he on whom he bent 

His eye's wild glare; in doubt, or if he dream'd 

A dreadful thing, or if a waking woe 

O'erwhelm'd his soul, I see the statue stand! 

Struck by the dead with temporary death, 50 

Each vital motion makes a fearful pause! 

Each hair stands up, and every pulse stands still! 

By mimic pencil, or by magic pen. 

Inimitable marble of amaze! 

There, froze with fatal terror, he had stood 55 

For ever fix'd, by the cold horror held 

For ever fast, nor more releas'd to life 

By th' unrelenting ice — had he then known. 

That most inhuman and most monstrous deed, — 

Of stormiest passion bom, with wildness done, 60 

And first-seen, swift-seiz'd weapon, when no eye 

Witness'd its horror, — was ordain'd to be 

The settled practice of his progeny! 

By his mad children methodiz'd to art! 

Nam'd Noble Science! in the number rank'd 65 

Of fair-reputed callings, thick that throng 

[P. 6] The door of active life, and court the choice 
Of doubtful youth! among the paths that lead 
To Fame's high fane, among the Muse's themes 
Plac'd eminent in front! no deed of night 70 

That seeks disguise; ambitious of the day! 
Provok'd and spurr'd by the inspiring thought, 
"All eyes shall see me!" Gracefully perform'd. 
With beauteous instruments from whose bright face 
The beams of day rebound gay blazing back; 75 

With no infuriate look, no quaking nerve. 
But with sedate unrufQed feature done! 
Nor stinted to one solitary act! 
By multitude on multitude committed! 

Like some distemper'd dream, that only shows 80 
Strange monstrous shapes, and all things represents 
Tum'd upside down, in wild confusion tost. 
War, thy wild picture to mine eye appears! 
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Am I awake? or is this world, so long 
That to my mind Bubetantlal stuiT hath seem'd, 85 

Unreal apparition? painted air? 
Mad Fancy's work, while troubled slumber binds 
My feverish frame in anxious rest redin'd? 
And shall I soon to sober certainty 
Of other and of fairer scene arise, 90 

(Soon as th' oppression from my brain hath past) 
[P. 7] And, recollecting these fantastic forms 

That long have mock'd me, to my fellows tell, 
How strange a vision visited my sleep? 

See yon pavilion'd Council sitting round 95 

Serene and solemn! mind illuming mind! 
Reason's confederated rays thrown out 
In intellectual alliance firm! 
Say wherefore meets the ring of rationale. 
With light collective luminous? — ^to frame 100 

Some fair and beauteous plan of public good 
With legislative wisdom? — or to seek. 
With philosophic amity of soul. 
Where Science, coy recluse, conoeal'd resides? 
No, not for this the sapient circle sits! 106 

Ton tent is the dire cabinet of Death! 
Insatiate sovereign! with the scythe of Time 
Unsatisfied, that craves th' assistant sword! 
Those are his ministers! in ruin wise- 
Sages of slaughter; devastation's seers; 110 
Doctors of desolation! — Yonder, lo! 
At work mechanic Wit! by whom weak man 
His might extends and finds in knowledge pow'r! 
The lucid labour free!— Is it to aid 
Benignant manufacture? to uplift, 115 
Commerce, aloft in air thy weighty wealth? 
[P. 81 Life's fair conveniences to swell, and more 
Accommodate accommodated man? — 
Dire, dire reverse! fall'n Ingenuity, 
Deprav'd, degenerate from her native sphere, 120 
On tragic engines her lost genius spends; 
And, cruelly acute, pursues alone 
Discoveries of death!— distracted Art, 
Whose lovely office 'tis to emulate 

Nature in bounties and in smiles alone, 125 

With her severities perversely vies! 
Storms She invents! inclemencies contrives! 
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And tMtches Weakness to be terrible. 

Tremendous mimic ot the tempest, man 

Copies tb' artiUery of angry Jove* 130 

Around him artful clouds and darkness rolls. 

To lighten learns, to forge and fling his bolts. 

While thousands at a stroke his thunders rive. 

And blasted towns before his flashes fall! 

Or, bowerd in the earth, he latent breeds 1S5 

The crafty earthquake, subterranean rage 

Ingenious gend'ring! In the hollow hell 

His hands hare scoop'd with dark infernal fraud. 

Disposing death,— the imitative pest. 

Industrious scholar of malignant things, 140 

Studious essays, and terribly attains, 

To shake the strong foundations of the ground* 

[P. 9] Strew it with wide-spread wreck, and emulate 
The flnal ruin! — ^View yon Tehides, 
Whose wondrous road is through the world of waves; 145 
That give to eager man the morning's wings; 
Whose cordage complicate and canvas-craft 
Compel the air to push 'em on their way. 
And make the winds their spur! Mansions immense! 
Whose swelling walls a multitude inclose, 150 

Yet light and volant gliding, as the fowl 
That sail the flrmament! Of human skill 
The prodigy and pride! Fram'd to convey 
Social mankind remote mankind to meet. 
To know, to love, t' enlighten and to help! 155 

To bear from shore to shore, in fair supply. 
Of earth and mind the produce! fruits and truths 
In beauteous amity commute, and make 
The world but one! — ^Behold! distracting scene! 
The floating houses of the sea, arranged 160 

In adverse rows, advance! the moving streets 
Bach other meet! ah! with no friendly front! 
Freighted with thunder, they are confe to hold 
Commerce of deaths! to show the astonish'd seas 
Such tempest as the winds ne^er blew! to teach 165 

Tbe tame commotion of the elements 
How ships to shatter! to ou^roar, outspit 
All air-brew'd storms, and in derision mock 

[P. 101 Their modest madness, meek, insipid scene 

Of sober tumult!— See all Nature's gifts, 170 

CMven but for good, made Instruments of ill! 
From the dug earth educ'd, behold that ore, 
16 
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Of highest worth. In richest plenty giv'n, 
Hii bounty such who stock'd the hall He built» 
Of friendly edge BUBceptive, form'd to senre, 175 

With smooth incision* useful Art's fsdr ends, — 
Bee its fine point employ'd, ah! not to fetch 
Forth from the furrow'd earth the golden bread; 
Call copious Plenty o'er her vales to laugh; 
Or prune with CBConomic cut away 180 

Her wasteful growth; — ^but, amputation foul! 
Lop human life, and with an impious edge 
With purple dropping, plough the flesh of man! 
Behold the heay'n-bom element, bestow'd 
The genial friend of generous health to glow, 185 

The social hearth to animate, supply 
Our absent suns, and gaily gild the house 
Of harmless pleasure! —see it tum'd against 
Life's lovely flame! th' excited spirit see. 
Collision call'd, springs sparkling from his cell, 190 

To dart the nitrous wrath, the red-hot death. 
To youth's light heart, and stop the bounding life! 
To bid the broken bone long time be rack'd 
In the dread house of Pain! with bursting rage 
[P. 11] Upward an heap of shatter'd bodies shoot, 195 

From earth exploded to the sky! fair piles 
That slowly rose, uprear'd by patient toil. 
With furious haste lay low! or with harsh heat. 
Unlike bis flre's, the gently piercing sun, 
Sear the fair fruitage his bland beams had nurs'd* 200 
And his mild fervours mellow'd into food! 
With fierce unfllial force (how much misus'dj 
Child of life's cherisher! ) his waving work 
Impious undo, consume the yellow year, 
And beauteous Ceres to a cinder change! 205 

No bound th' abuse obeys!— hark! the sweet voice. 
The voice of music floats along the air! 
Music! stherial magic! heavenly breath! 
Thou good and pleasant amity of sounds, 
In sweet association kindly met, 210 

For gentlest ends in silver union Join'd! 
The giddy dance of festive Joy to guide; 
Languid Dejection's hanging head uplift; 
Bid from the brow of Care the cloud begone; 
Sooth the sweet woe of melancholy Love; 215 

Hush Envy's hiss; unknit the frown of Rage 
With all subduing sweetness; softly sad. 
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Draw the kind drops down melting Pity's cheek. 
With charming chillness seia'd; or, higher rais'd, 
To kindle with a concord niore sublime 220 

[P. 12] Virtue's strong raptures to a rage diyine! 

But where will profanation stay, — ^B'en thee, 

O heavenly Harmony! their press hath seiz'd 

With impious gripe! Reluctant, struggling maid. 

Sprung from the silent sphere! with wild affright, 225 

Thou find'st thee fallen on a frantic orb. 

Outrageous wrest! perversion most perverse! 

Misapplication monstrous! Horror, say. 

When bristles most thine hair; when, wild with woe. 

In anguish Madness laughs, or, on his way, 230 

And at his work accurst, when Murder sings? 

Hark! the sweet art, to sooth the savage fram'd. 

On savage errand sent! to indurate 

Humanity, misled to iron scenes. 

Who to unmartial softness else mifi^t melt; 235 

Tune her to stone, and give her strength to stab! 

To send its blood back to Fear's bleaching cheek, 

Unwarm'd by virtue's into valour's heat. 

And to a wild and drunken daring drive her. 

By sound's mechanic spur! to reconcile 240 

The death devoted victim to the knife! 

Cheering ambition's sacrifice to bleed, 

Uncheerful else; with luring notes entic'd 

Recoiling to comply! — ^How have they Join'd 

Most heterogeneous and unmixing things! 245 

Making according sounds accompany 

[P. 13] Wild Discord's wildest scene! where mad mankind, 
That in the city 'gainst each other strike 
In endless strife, with roughest Jostle Jar! 

What mean these showy and these sounding signs 250 
Of general Joy, my senses that salute? 
That bid my brow be smooth, and bosom bound. 
And all my heart be holiday?— What means ^ 

The cannon's roar that rends the shatter'd sky? 
The stunning peal the merry steeples pour? 256 

At dead of night, along the starry street. 
This flaring luxury of festive light. 
From every window flung? — ^Wherefore thus laughs 
The hour of gloom ?~Now that "the midnight bell 
Doth with his iron tongue and brazen mouth 260 

Strike one,"— why walks abroad the undrowsy world? 
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Night's ghoBtfl, and soblins, groans and shadows dire. 
All shone away, that e'en unshudd'rlng walks 
Bold Superstition forth? why is "proud Night, 
Attended with the pleasures of the world, 26$ 

Thus all so wanton and so full of gawds?" 
What fair event, to polish'd bosoms dear, 
In polish'd life inspires this pomp of Joy? — 
Say, hath the African fair freedom found? 
Spite of his shade at length confess'd a man, 270 

Nor longer whipp'd because he is not white? — 
[P. 14] That were a Jubilee for hear'n to Join; 
To extort the gelid hermit from his cell; 
Inflame his brook-fed blood, and force him bring 
His sober foot to swell the city rout, 275 

With Virtuous riot reeling, and with Joy 
Gloriously giddy! — But 'tis not for this, 
Tis not for this, the midnight vies with noon. 

Sing lo Paean, lo Paean sing! — 280 

Thousands of pulses, high with health that leap'd. 
Whose sprightly spring, to Time's oppression left. 
Or to Disease's weight, had play'd perhaps 
A length of years, by speedier fates laid still. 
Ne'er to go on again, or stir, have stopp'd. — 28S 

On yon blest sun, all as a bridegroom gay. 
Whom to behold it is a pleasant thing 
For every eye; who gives the painted globe 
This pomp of colour and this beauteous bloom; 
A multitude (th' ecstatic Udings tell) 290 

A multitude of eyes, at which the heart 
Look'd laughing out upon the day, are dos'd. — 
On his delicious light (transporting thought! ) 
They never more shall look! — ^Illume, illume 
The glowing street! nor let one window rob 295 

The general rapture of a ray it owes! 
Religion Joins the Joy: — ot those fair works, 
[P. 15] Which He, whose wondrous wisdom all things made. 
Made in his image, or d^^ieement foul. 
Or fatal rent (more lights, more lights emit!) 300 

A myriad has received.^This is th' event. 
The fair event to polish'd bosoms dear, 
In polish'd life that lights this pomp of Joy. 
For this the cannon's thunder thumps the ear; 
For this their merry peal the steeples pour; 205 

For this dun Night her raven hue resigns. 
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And, In this galazj of tapen prank'd. 

Mimics meridian day! — ^hence the high joy 

That calls the city's swaims from out their cellB» 

Laughs in each eye, and dances in each heart, 810 

Prolongs their Tlgils» and shakes oft the dews 

That hovering Sleep from off her wings lets fall 

On their light Uds, that will not let Ue on 'em 

The poppy drops, the high excitement such! 

All to the feast, the feast of blood! repair. 815 

The high, the low, old men and prattling babes. 

Young men and maidens, all to grace the feast. 

Light-footed trip,— the feast, the feast of blood! 

But here comes one that seems to out-reJoice 
All the rejoicing tribe! wild is her eye, 820 

And frantic is her air, and ftoclful 
Her sable suit, and round she rapid rolls 
Her beauteous eyes upon the spangled street, 
fP. 16] And drinks with greedy gaze the sparkling scene. 

And, "See!" she cries, 'Hiow they have grac'd the hour 825 

That gaye him to his grave! hall, loTely lamps! 

In honour of that hour, a grateful land 

Hath hung aloft! — and sure he well desenres 

The tributary splendour— for be f oui^t 

Their battles well— Oh! he was valour's self! 380 

Brave as a lion's was my Henry's heart! 

Fierce was the look with which he fac'd the foe; 

But on his Harriet when my hero bent it, 

"Twas so benign!— and beautiful he was — 

And he was young— too young in years to die — 385 

'Twas but a little while his wing had thrown 

Its guardian shadow o'er me — ^but 'tis gone — 

Fall'n Is my shield— Yet see now if I weep— 

A British warrior's widow should not weep — 

Her hero sleeps in honour's fragrant bed — 840 

So they all tell me— and I've nobly leam'd 

Their gallant lesson— all my tears are gone — 

Bright glory's beam has dried them every drop! 

No, no, I scorn to weep— high Is mine heart! 

Hot are mine eyes! there's no weak water there! 845 

Tis true, I should have Joy'd— what mother would not? 

To have shown him that sweet babe, o'er which he wept 

When last he kiss'd it— yes he did— he wept! 

Ify warrior wept! as the weak woman's tears 
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[P. 17] From off this cheek, where now I none can feeU 850 

He klse'd away, he wet it with his own. — 
Oh! yee it would^'twould have been aweet f have shown 

him 
How this dear lorely boy had grown, since he 
Beheld it cradled, and t' haTe bid it caU him 
By the sweet name that I had tan^t it ntter 355 

In softest tones, while he was thunder hearing. 
And thunder hurling round hlm--for his hand 
Would not be idle amid deeds of glory — 
Yes — glory, glory, glory is the word — 
See! how it glitters aU along the street!" 360 

And then she laughs and wildly leaps along 
With tresses all untied. — ^Fair wretch! adieu! 
In mercy Heav'n thy shatter'd peace r^mir! 

Mankind, wild race! have been your moons to blame. 
Thro' on your races that this rage hath run? 365 

That this demoniac worse than dog-star madness 
'Mong all your nations, in each age hath foam'd? 
E'en elemental strife far greater love. 
Than ye have shown, of beauteous Peace displays! 
Proportions to the periods of their wrath, 370 

For more protracted intervals your seas 
Abstain from tempest;— your less angry skies 
With greater length of season are serene; 
In your wild forests the loud bestial rage 
[P. 18] Suspends its roaring longer, than have paus'd 375 

Tour death-denouncing tnmipets; than your arms 
Have ceas'd their savage din; o'er the lull'd world 
Than ye have let the lovely olive hang 
Its comely leaf; and suffered Janus' fane, 
Jailor of War, the gnashing fiend to hold! 380 

Full soon th' impatient prisoner's brazen bonds 
Fr<Hn ofT the fretting fury ye have knock'd. 
And speedy mercy to his malice shown! 
Who that stands still, and fixes on the fact 
His thoughtful eye, and doth not feel his sense 385 

Swim round with wonder, and his soul lie hush'd 
In the dead stilness of astonishment? 
That this amazing maniac rage hath been, 
Not of some single race th' eccentric crime. 
For following ones to rise and wonder at, 300 

By some peculiar and uncommon cause 
To this wild sUrt from Nature's orbit stung. 
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Struck by 10016 stranger star's erratic wrath 
With strange distraction; — ^no brief flinty fit; — 
From men's accastom'd line a single leap; 895 

Transient distortion of their standing state; 
From their staid usage one wild shoot aside; 
By strong distemper's paroxysm inspir'd, 
Some all-infecting fever's fierce excess, 
When at its hottest and brain-burning height; — 400 

[P. 19] But a pi? A phrenzy; — of their dreadful way 
The steady tenour; the deep scarlet shame 
On Reason's redden'd cheek, bidding bum on 
Thro' rolling ages, an establish'd blush! 
Protracted tragedy! as long as deep! 405 

Whose unspent horror thro' all time hath spun 
The tale of blood! O'er history's lengthening course 
The vein of perseyering fury runs; 
And he that reads its pages, rightly calls 'em 
Records of Carnage, Chronicles of Blood! 410 

If to uncultivated life confln'd 
Had been the barb'rous custom, there alone 
Its horror had Humanity inspir'd 
With less amazement. — ^The wild Indian's war 
But little wonder raises! He in man 415 

Sees not what man contains, his magazine 
Of latent mind, the folded faculties 
Whose furled leaves the wondrous gem inwraps! 
In man no more than muscle he discerns! 
Unpiercing to the chambers of his breast, ^ 420 

He o'er his sinewy surface rolls his eye. 
And, deeming all his strength in bulk and bone. 
In brutal force concludes his glory lies. 
Pent in the little circle of his tribe. 
With fierce intemperate rage his friendship flames! 426 
[P. 20] Beyond that narrow prison of his love. 

That bounded bums intense, with equal heat 

His hatred bums! Tempestuous passion bears 

His footsteps to the fight; his going forth 

To scenes of blood is the wild gush of rage! 430 

Himself a dart, with inward fury wing'd. 

He shoots to battle, bolts into the field. 

And whom his hand destroys, his heart detests! 

Ifild Reason groans to view their wild-fought field. 

Their bestial rage and revelry in death. 485 

Their blood-stain'd teeth and trample on the slain. 
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In ecftasy of rage their roll in blood* 

And all tbe lawleaa phrensy ot their light. 

Afflicted wisdom weepe that f onns erect. 

Which might be men« should be no more than bnites; 440 

Bat» being what they are^ she manrels not 

That forioQS thus each other they deyour. 

The scene she gases with a wild amase. 

O'er which she shivers agued and aghast. 

Doubting her sense! incredulous she lives! 445 

Is the cool carnage of the cultur'd world! 

In the cold cabinet all calm conceiv'd! 

And with cold skill, and blood that boils not, wreak'd! 

War's rul'd, methodic, mathematic fields. 

Where tMX% in geometric figures frowns, 460 

Curiously stem! a low'ring diagram! 

[P. 21] Where sober warriors, in square array, i 
With science kill, with ceremony slay, I 
Thunder with apathy, and thin mankind 
With looks cMnpos'd, in rows compact arrang'd! 455 

A tranquil tragedy! where battle trick'd. 
Bedecks destruction, and makes ruin gay! 
In spruce parterre where tulip terrors stand, 
A scene of splendid horror! while o'er all 
The field's dire slaughter "peaceful thought" presides! 460 
Wit, beauteous spirit! wheels the cunning war. 
Instructs horrific Mars which way to rush. 
And shows the dev'lish engines where to belch 
Their fiery bolts! — ^This is the dreadful scene. 
Acted on lib'ral Burope's lucid stage; 465 

Where man is known for what he is, for more 
Than meets the eye, a mine of inward wealth. 
That asks but to be dug and into day 
Drawn out, a splendid treasure to display 
Of golden Joys, and sterling happiness! 470 

Where moral glories strike Conception's eye; 
Where peaceful laurels court Ambition's hand; 
Where Reason's, Virtue's yictories, inyite 
Th' aspiring breast; and thousand yaried Joys 
Ifake life delightful and iU calms endear! 475 

This is the scene, the gallop of the blood 
Whose horror stops, and bids the current creep! 

[P. 22] This placid sweep of human life away, 

In human life where so much worth is seen! 

These chess-board battles, where unpassion'd men, 480 

Like things of wood, by them that thoughtful play. 
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Are mov'd about, the puppets of the game! 
These sober whirlwinds of the pollsh'd world. 
That not from passion's tempest take their rage, 
Blown by cold Interest by calm Art bestrid; 485 

On whose broad wings, director of their way, 
AfEUcting image! form'd in other scenes 
And fairer far to soar, ah much mis-spher'd! 
Bright GBNIUS rides the Angel of the Storm. 

CiTlliz'd war! — ^How strangely pair'd appear 490 
These words in pensive Rumination's ear! 
CiTilis'd war! — Say, did the mouth of man. 
Fantastic marrier of words, before. 
Two so unmatched, so much each other's hate. 
With force tyrannic, ere together yoke? 495 

CiTilis'd war!— THANKS, gentle Europe! thanks. 
For haying dress'd the hideous monster out. 
And hid his nature in so soft a name, 
That weak, hysterical Humanity 

Might hear with less of horror, he is loose. 600 

Hail monster dipt! shorn of his shaggy mane. 
His horrid front with flow'rs and ribbands prank'd, 
[P. 23] Smooth, playful monster! Mixing with the roar 
Of forest-rage the city's polish'd smile! 
That with a mild and christian calmness kills, 505 

That with more method tears his mangled prey, 
And, as the copious draut^t of blood he swills. 
Disclaims the thirst the while! Thanks, thousand-fold, 
Te gay adomers of the tragic scene! 
Thanks, in the name of all the friends of man, 610 

That ye haye thus their shuddering appeas'd; 
And, piteous of their tender texture, giy'n 
Their spirits, apt to startle, calm to flow. 
Forth from its scabbard when your wisdom calls 
The slumb'ring sword* and bids its sabbath close! 616 
Thanks, in the name of all the tremulous tribe. 
Too sensitiye, the grateful Muse accords you; 
That ye haye beautified the frowns of war 
And giyen his grimness graces, haye f6und out 
Politer slaut^ter, and genteely leam'd 620 

To lay more elegantly waste the world. 
That ye haye murder humanis'd, disooyer'd 
MisehieTs most handsome modes, and taui^t mankind 
With decent order to destroy each other! 
Of all, whose hearts your battles haye bereaVd, 626 



Digitized by VjOOQIC 



250 UNIYBRSITY OF WISCONSIN 6TUDIB8 

The blessing comes upon you! Robb'd by wars 

So gently wag'd, of them beneath whose shade 

Of shelt'ring power their shielded weakness sat, 

[P. 24] With looks of peace and love, pale widows sing. 

In grateful songs, the tender spoilers sing! 5S0 

The fatherless their filial sorrows wipe. 

Forget their woes and join the just acclaim! 

E'en the lorn virgin, in the slain's long list 

Whose eye fell fearful on her lover's name. 

O'er whose wan cheek, where beauty's roses grew, 5S6 

Qrief spreads its green, prophetic of her grave, 

Some sickly smiles of gratitude shall wear, 

And hush some sighs, to swell the grateful song! 

All, all the mourners that ye make shall bless 

Your mildly, amiably murderous deeds! 540 

For much it sooths the sorrows of their soul. 

For much it balms the bruises of their breast. 

That they, in whom the battle's fury reachM 

Their rent affections, fell in polish'd Holds; 

By softer hands, than whom the hatchet hacks 545 

In barb'rous battle; that a smoother death 

From Hner points and glossier arms they took; 

And if they perish'd, perish'd by the sword, 

Heart-healing thought! of fair civility! 

Opprest with indignation, be the Muse 550 

Forgiv'n, if she forget to sacred grief 
The rev'rence due, and to her serious theme; 
Seeking, in laughter, from her load of pain 
[P. 25] Some little ease; for she hath long time lain 

Beneath the suffocating weight, as thus 555 

The civil actor in this savage scene, 

Burope's refln'd barbarian hath declaim'd. 

"How horrible the unrelenting rage 

And the coarse rudeness of unmanner'd Mars! 

How smooth a front our comelier battle wears! 560 

Lo! in our milder field the lovely form 

Of Mercy sits by Valour's side, and oft 

Hangs on his hand and holds its fury down." — 

It is this mildness, to the moral eye 

So far from soft'ning the hard crime of war, 565 

That proves the sanguinary practice guilt. 

And stamps the carnage murder. — Say, what priest. 

Sent to prepare a dungeon'd wretch to die 

For having ta'en his brother's breath away, 



Digitized by VjOOQIC 



JOSEPH PAWCBTT: THB ART OP WAR 261 

Would not infer, remorse had made him mad* 570 

To hear the Tillain seek his vice to wash 

With words like these?— '*Far fouler criminals 

The woods than me contain. The wolf is worse; 

How furiously he lacerates the flock! 

With what a rage the panther rends his prey! 575 

Mark the fierce leopard tear his mangled meal! 

I with much mercy murder'd whom I slew! 

With one, but one, one well-directed wound 

I gave him end; or with a drug disguis'd, 

[P. 26] To drowsy death that woo'd his soul away, 580 

I luird, without or pain or fear, his sense 
In bland oblivion." — ^No; ye shall not thus. 
Sons of Ciyllity! ye shall not thus 
Tour darkness cloak! This yamish of your vice 
Is cTidence against you: your excuse 585 

Accuses you, and by your boast ye prove 
Tour blame. — That after blood ye do not pant, 
Shows horrible your guilt in shedding it 
No moral turpitude the tiger's tooth. 
Though stain'd with homicide, contracts. — ^By man 590 
The maniac's blood is spar'd, the blood of man 
Whose rage hath shed. And the wild man of war, 
Whose dormant unexcited intellect 
Beholds in human nature but an arm. 
Of brute-ambition susceptive alone, 595 

Who wields his brainless brawn in cleaving sculls 
Vacant of mind as is his own, whose heart 
Hydropic bums for blood, and lion-like 
Who hungers for his foe, although his deeds 
Are dire, no moral indignation lights 600 

In gentle Wisdom's breast The very rage 
And hard unmelting rigour of his field. 
His grappling battle, greediness of blood. 
His fiend-like yell, his hatchet and his club. 
His scalping wrath, carnivorous victory, 605 

That eats in ecstasy the hostile flesh, 

[P. 27] That drinks hot blood, with boundless vengeance drunk. 
And all th' excesses of his frantic war. 
While horror they excite, extinguish blame: 
The more we shudder, we the more forgive. 610 

The frightful butchery of his battle tells. 
However hideous, it is honest havoc; 
That thus to act, he thinks, is to be man. 
His barb'rous ethics know no moral worth 
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Save mUitary mlcht To his rude Tlew 615 

Yictory is virtue. Piouply he tells 

His triumphs as his titles to the skj. 

His talents are his arrows and his aze* 

Sole means of eamina hea^n. In ctKqi^ping down 

Another foe, a fresh degree* he deems, 620 

His hand hath added to his bliss above. 

He heaps the slain, that he may hunt in heav'n 

With sport immortal; or for scaly game 

Search with divine success celestial streams. 

In slaughter placing thus his ezoellenoe, 625 

With wild, unsated rage he slays. — ^But, where 

Fair Mercy mixes in the fight, 'tis proof 

Reason is in the field; Reason, that reads 

The error of the scene, and just to Judge 

Its Impious acts, rebukes the busy sword. 6S0 

Though there her voice the din of battle drowns. 

And though the spells of Prejudice prevail 

[P. 28] Her mouth to muffle, when the cannon's throat 
Its thunder ceases; yet her smother'd speech. 
Although with deaden'd sound, is heard by him 635 

Who bids the sword, by brave defence unbid, 
Forsake its rest Oft, at the dead of night. 
When fiatt'rer's lips are dos'd, but not the eyes 
Of him they call a god, she tells him. Man 
Was made to cherish, not to butcher man. 640 

The sordid senator, who sells his breath 
To wake the coals of war, she doth proclaim. 
Nor can his ear th' accus'd patridan seal. 
Accomplice in the murder of mankind. 
When in the peaceful camp, while battle breathes, 645 
Their shouting the recumbent captains cease. 
Oft to the lettered leader of his band. 
As, ruminating, silent he reclines. 
She whispers audible— "What dost thou here? 
Is this a fair and honest scene around thee, 650 

That shrinks not from the beam of piercing Truth? 
Is this thy post of duty? Wert thou made 
To be the saviour or the foe <^ lifer' 
Like tented RIdiard's, troubled is his thought; 
He starts— The ghost "sits heavy on his soul" 655 

Of stabb'd mankind— But he is in, and on. 
He says, he must— but says it with a sigh — 
Then with a bustling motion shakes off thou^t 

[P. 29] Retum'd, at rest beneath the olive shade. 
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While the soft plpee of Peace around him play, 660 

In penalye momenta when the tabors iMtnae, 

She re-appears, Injurious to his rest. 

And shows his oecupatlon as It Is. 

But It Is plum'd, and sparkles In his eye; 

The eharm of rule attends It, and the lap 665 

Of careless, silken ease. Nor yet by all 

E'en of the common tribe, trepann'd to drive 

The deadly trade. Is her mild Toice unheard. 

In these late times and luminous.— And hence 

Some check the sanguinary strife recelTes 670 

From her: Temptation conquers, but not kills. 

But doth not, say, the sense, which thus abates 
Of the dread scene the military rage, 
The moral horror heighten?— Yes, 'tis you. 
Sons of Refinement, sons of Science, you! 675 

Not furious spurr'd by unenlightened love 
Of battle's red renown, supreme that sways 
The swallow'd soul, and drives to deeds of death 
With uncorrected impulse, self-approv'd; 
But, urg'd by sordid alms, who calm consent 680 

That blood to shed, which in your secret sii^t 
Is sacred; to pollute your tempted hand 
With what ye know is spot; to do that deed, 
[P. SO] Whose Ethiopian shade the gause disguise. 

Truth-covering Sophistry's white, flimsy web, 685 

That o'er it falls to make it pass for fair, 

With its thin threads, a scanty veU, but ill 

From your keen eye conceals; — 'tis you alone, 

Sons of Refinement, sons of Science, you! 

Convicted stand of murder's cruel crime. 690 

And all the mild humanities that mix 

With the rough horror of the hostile scene; 

During each pause of intermittent BCars, 

The courteous intercourse betwixt your ehieffe^ 

Fair, interlusory civilities, 695 

That deck and soften war's stem rigid state; 

But serve Its iron ugliness to point 

Bach streak of beauteous white that breaks Its dark 

Shows but in blacker night Its ebon shade. 

Oh! I could speculate, with calmer eye, 70# 

A monstrous cloud of fierce, conflicting. fiends, 
Met in mid air, with malice hot from hell, 
Keen pains prepense and powerful to inflict, 
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FumiBh'd all o'er with cruel faheultiee. 
And throbbing thro' each vein with quenchless hate, 705 
Infernal fray! where all were uproar wild. 
All unrelenting spite and writhing wounds; 
A madd'ning war of venom, stings and teeth; 
[P. 31] Into whose dragon broil, and high-wrought rage, 

(Prodigious discord!) all her out-sent soul 710 

Alecto breath'd! oh, better far my sight 

Gould such complete, consistent scene sustain, 

Than this strange mixture of our motley strife. 

Urbanity, and battle! manners bland. 

And murders bloody! thorns that deeply pierce, 715 

And beautifully Hower! soft courtly camps 

That kill, and smile, and smile, and kill again! 

Can it (soul-freezing spectacle!) be he. 
E'en as a friendly neighbour that but now 
Sent to their guardian's board a courteous gift, 720 

Who hurls hot bolts at yon high-seated walls; 
And, like a black enchanter, all malign. 
In mischief mighty, with loud-bellowing rage 
Spouting his fiery arches in the air. 
Essays to bore and batter into dust 725 

The massiye bulwarks?— Are they shadows, say. 
Or what they seem, that sit consorting there? 
Unnatural fellowship! While the roar of arms 
Suspends its bray, and the tir'd furies breathe, 
Lo! adverse chiefii, that with a frowning front 780 

Meet in the battle, at the banquet met 
With social eyes! the sparkling draught goes round. 
As friends, long lo^d, long left, again embrac'd, 
[P. 32] And pour'd the purple spirit in their cup, 

To animate their mantling amity! 735 

See a smooth captain, with soft, civil smile, 

Some dainty of the table tenders him, 

At whom to-morrow he must thunder throw! 

And bids that blood with gladder current glow. 

By gen'rous Juices cheer'd, which 'tis his task 740 

Shortly to seek to shed! like a foul host. 

That hospitably entertains the guest 

He dooms to midnight death. While as they rest, 

With their gay leaders, from their bloody tolls, 

Camp'd in each others view, the hostile hosts. 745 

Jovially hail whom they are come to harm; 

Make merry interchange of sportive becks. 
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And wanton nods, and nnileB, and frolic song. 

And frisky dance; like harmless ylUagers 

In Innocent assembly on the green, 750 

All gamesome on a mstlc holiday. 

ClTills'd war! In every Tarled view, 
111 suits thee, fiend accurs'd! so fair a name. 
Though In the field a smoother form thon wear 
Than thy wild sister hag of craggier shM»e, 755 

A feller fnry thou! for on thee wait 
Severer sufferings, and a wider scene 
With varied woes thy vaster mischief fills. 
Ah, tls In cultur'd life, and chiefly there, 

[P. 83] War Is the scourge we call It; there alone 760 

In thickest shbw'r of heaviest lashes felt. 
It deeply lacerates and long furrows makes 
On, bleeding Happiness! thy mangled frame. 
What if the field of savage slaughter show 
With blood a more obliterated green, 765 

A redder plain and direr forms of death? 
Its rage the savage soldier feels, nor fears: 
Nurs'd in no silken lap, his lion-nerves. 
Strings strong as steel, stiff and untrembling, know 
To laugh at torment and to sing in death. 770 

War is his sport; in ecstasy of soul 
He whoops and hails the hour that bids him face 
Its frowning front, its horrid dangers dare. 
And hack in pieces whom his heart abhors. 
Not such the sportive springy leap to arms 775 

Of the cold hireling Europe's clarions call; 
Forth to the field, unused to suffer pain. 
And long time lapp'd in soft and drowsy ease. 
Fearful and loth he moves: the arms of peace 
He leaves reluctant, and reluctant lifts 7S0 

The hostile spear: nor by hot malice spurr'd 
'Gainst whom he's sent to slay, nor flaming love 
Of whom he goes to serve, with sluggish step. 
Heavy and homeward hanging, he obeys 785 

His crested master's bidding to depart. 

[P. 84] The field he enters chill; again obeys 
His crested master's bidding to destroy. 
The coward kills, himself with terror dead; 
A trembling hero; made by dread to dare. 
Afraid to fight, yet more afraid to fly, 780 

The prisoner of his post all pale he stands; 
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Now Still, saye In his tremblinf joints; now mores 

A meek macliins obedient to command; 

Until at length mechanie oonfldenee 

From frequent misses of the levell'd lead 796 

Gradual he draws; and from the tumult round him 

Catches a wildness, that all thought at once 

And terror swallows in its giddy whirL 

Confusion cures his fear; brave he becomes 

When noise hath made him mad; and laurels then, 800 

But not before, IMsorder's hero reaps. 

Till then (whate'er the gaj-doath'd coward prate. 

Whose crest tremendous scares the sons of Peace) 

In him who fights fOr iMgr, not love of fight. 

Nor of the cause which his sold sword sustains, 805 

Contemplative Compassion views a wretch. 

When first he enters the dread, fateful field, 

A cold, recoiling wretch, that pale regrets 

He ere forsook the safe domestic scene. 

In fancy slain by every slaught'rous sound, 810 

Lifeless he hears the loud disploded deaths. 

And 'mid the thunder dies a thousand times. 

[P. 85] Ah cruel lusts! wherever ye have lain, 

Lodg'd in whatever bosoms, founts of wars. 
That mirriads thus have mercilessly sent 815 

From life's smooth walks and humanised scenes 
To freese with horror amid forms they hate; 
To wear white faces in the field of death. 
Without a cause to kindle scorn of life; 
Dire ills to work, where ill to none they wish; 820 

Hurt whom they hate not, whom they know not crush. 
And act the fiend by fury uninspir'd. 

And, as nor pain nor terror in his field 
The savage warrior knows, but death's dread stroke 
Fearlessly dares and furiously deals, 825 

So nor from Nature's frowns, wherever roams 
His rambling war, by hardening Nature nurs'd. 
His homy frame unstringing sickness dreads. 
Far other fates th' unprosperous path pursue 
Of art-fenc'd Health, when far from genial walls 880 
The tender wanderer strays, and generous food. 
Sickness, slow, silent enemy, assails 
Her pining victim; cheerlessly consum'd; 
And enyying whom the sword's keen fury cuts. 
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That ardent die 'mid action's madd'ning heat, 835 

That sadden drop and bid their pains adieu! 
A mournful, sad, depressing death is theirs; 
[P. 16] Nor animating tumult round them roars. 
Nor reputation's bubble Hoets before 
Their cheated eyes, nor fond domestic hands 840 

Dispose their pillow and sustain their head. 
Prom Comfort quite cut off, outcast they lie 
From civil life's accommodated couch. 
From military glory's fancied bed. 
And left to lose the Ught at once without 845 

A soldier's solace, and a man's support. 

Nor to the field is the dire rage eonfin'd 
Of our soft-nam'd contentions, where alone 
The wars that issue from the woods are felt 
Those whom these leave behind at home, they leave 850 
In undiminish'd plenty there to dwell. 
The sons of Nature Nature still supplies: 
The war nor drains their waters nor their woods. 
Thins nor their hunted meal nor finny food. 
But complicated traffic's trembling web 855 

Shakes, at the trumpet's call, through all its lines: 
Nor the domestic scene, where trade prevails. 
Escapes concussion 'mid the war^hook world. 
'Tis agitation all! the quaking spreads 
O'er every part! nor finds affrighted peiace 860 

One firm unrocklng spot on which to rest. 
Amid the tremor of the shivering scene. 
[P. 87] The city feels the stHfe that's in the field. 
To the connected, sympathising scene 
The battle's blows their dire vibrations send. 865 

In other ruins rages there the war; 
There falling fortunes answer falling lives. 
And broken hearts to broken limbs reply: 
Crash after crash resounds; fall follows taXL; 
And groan succeeds to groan; heav'd from the breast 870 
Of tumbling traffickers, from splendour hurl'd 
To beggary's dark abyss; the wringing hands 
Of ruin'd houses into Pity's eyes 
The tears continual call, that, scarcely wlp'd. 
Gush out again, and yet again are flU'd, 875 

Replenish'd by the wretches as they rise 
In long succession to her aching sight: 
While, frequent, bursts upon the startled ear 
17 



Digitized by VjOOQIC 



268 UNIVBRSITT OF WISCONSIN STUDIES 

The loud explosion from the tube of death, 
'Mid the domestic stillness thunder strange! 880 

Heart-qualUng noise! raising presages dire 
In each mlsglTlng hearer! followed swift 
By frantic Friendship's rush Into the room. 
Pale Horror's piercing scream, or speechless trance! 
Nor less superior agonies attend 885 

The social feelings, where they finer throb 
In cultur'd bosoms, when the severing sword 
Cuts from their dasp the life to which they clung. 
[P. 38] Full soon the wounds of coarser spirits close: 

One hideous howl the savage mourner sends 890 

For his slain friends; one shrill and short-Uv'd shriek 

From female woe, contents the tenderness 

Of woman's fonder love: then Grief farewel! 

Then all Is Joy, for victory Is theirs; 

Hush'd Is each groan; and every tear Is dried; 896 

And rapturous rout and revelry prevails. 

Ah! not so soon the eyes, which battle dims 

On other shores, the tender dews dismiss. 

There tremble long th' untransltory tears: 

The stabb'd Affections there bleed copious on 900 

In countless breasts, war's widest, deepest wounds! 

When the staln'd sword, that drank the precious blood. 

Or from their own, or the same fount that flow'd. 

Or as their own was dear, hath long been wlp'd 

And to Its sheath retum'd — there, memory-bound, 906 

Sits pale affliction In full many a face. 

Month after month and year succeeding year. 

The sad survivor of Its sable signs: 

When long cast off the Inky cloak hath lain. 

The undernoted sorrow still remains. 910 

Since such the foul offence, th' enormous crime. 
Gigantic guilt of war, exhausting all 
Man's powers of 111, that leaves him nothing more 
[P. 89] Of monstrous to be done,— whence Is' It, say. 

Whence Is It, when the martial bands go forth, 916 

Not to beat back, with righteous brav'ry nerv'd. 
The lawless breaker Into peaceful lands. 
But distant men with tragic frown to front, 
And blood that rolls In veins remote to spill; 
Whence is it, as they pass, the public eye 920 

Complacent on the long procession looks? 
Where is the horror of the gazing throng 
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That stuff the street, or. to the windows dmmm'd. 
Thick dnster there, whose th^atre of looks 
With placid smile the spectacle approve? 925 

Why is it, that on all the faces round 
No frowns are seen? no pale abhorrence spreads? 
No discomposure stirs? Whence comes the peace 
On each calm countenance so sound that sleeps? 
Lo! not a brow is knit! nor quits ito rest 930 

One quiet feature! nor one single eye 
Shooto angry light, or wounded shrinks away, 
At such a monstrous scene! a concourse vast 
Of homicides, thick thronging on the sight! 
Whose train protracted saUates, as they pass, 935 

E'en eyes, on shows that glistening long can gaze; 
Bach going forth to do that deed accurs'd. 
Whose soUtary act, in Fancy's ear. 
Excites the raven's scream; while the dread spot, 
[P. 40] Where violated life's hoarse groans were heav'd, 940 

Shows frightful shapes to SupersUUon's eye; 
And the dire tale, on winter's witching eve, 
In narrower ring the chalk-cheek'd circle knits. 
Close creeping to the warm protecting hearth. 

Where is that thing, whose dark deformity 945 

Dress cannot cover from untutor'd man? 
Thoughtless he looks on all surrounding things. 
The science of their surface all his lore. 
Doth Error meet him doth'd in eloquence? 
He hugs the painted hag, and beauteous Truth 950 

Believes his arms embrace. Doth Misery rob'd 
In purple pomp appear? He knows her not. 
With envious eye surveys, and deems there stands 
Felicity before him. Laughs aloud 
Light vacant Joy? There, dreams he, dwells Content. 956 
On higher station stands a human form? 
His credulous eyes a higher stature own. 
Or doth foul Ouilt in fair array appear, 
Orac'd with the splendour or of wit or rank? 
He looks and loves and calls her Innocence; 960 

E'en Virtue calls her. But 'tis here, 'tis here. 
All potent dress! in aU its magic poWr, 
Thy witch'ry on his cheated eye is shown. 
Lo! what a wondrous width of interval, 
[P. 41] In estimation's scale, he thoughtless throws 965 

Between the self-same deed, when unadom'd. 
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Undrest it stands, and shows Its naked shape. 
And when thy drap'ry. Decoration! flings 
Its graceful folds and loyely dies around it! 

8trlpt of its trappings, 'tis a deed so dire, 970 

On the first motion of the mind that way. 
The wretch whom strong temptation draws towards it. 
Shrinks from his thought; tries from himself to run; 
And is afraid to trust him with himself. 
With violent force he calls his thoughts from off 975 

So foul a thing, and tries to chain 'em down. 
Again and yet again the magnet prize. 
Whose strong attraction tugs against the terms 
As strongly that repel him, spite of all 
His strife to struggle from it, to his mind 980 

Recurs; renews its hold; repeats its pulls: 
Again and yet again his look returns 
To the black work by which it must be won, 
Ere his recoiling Reason, less and less 
That backward starts, as oftener up it goes 985 

And eyes its fear, with slow consent complies. 
A deed so dark, that he who has a heart 
To wish it done, and wealth a hand to buy. 
Culls from the crowd, with penetrating choice, 
[P. 42] A face of stone; whose muscles never move 990 

Into a smile; whose heavy, brooding brow, 
Habitual overhung, his eye's dark den, 
Blackens beneath its shade their surly low'r. 
A deed, which he who to another moves. 
Knows not to name; *he has a thing to say, 995 

Which, while he can be seen, he cannot say. 
Full in his face while looks the staring sun; 
Which he must say surrounded by the night; 
Which he would say without the use of sound. 
Silent infuse into his fellow's breast 1000 

By inspiration's spiritual speech; 
Which with half utterance he hesitates, 
With an unfinish'd voice, unflll'd with breath, 
, Faint timid tones that fear to leave the lip, 
Sounds so like silence, that the hearer doubts 1005 

If heard or not; with sentences, concise. 
Close dipt and spare, a frugal niggard speedi; 
All prating superfluities left out, 



* Shakespear: King John 
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And issued none but necessary sounds; 

Speech bare of words, all hint and skeleton, 1010 

In expletives, that plump sleek language out 

Meet for the mouth of Pleasure, all undoath'd,' 

Suited caday'rous to the ghastly theme! 

A deed, in which the hardier villain's mouthy 

That would th' accomplice keep, his words have won, 1015 

[P. 43] In his oft-back-retreating heart must oft 
His rallying spirit pour. It is a deed. 
Which when determined by a tempted wretch, 
AU his dire fund of fortitude in iU 
He must call forth to do, and wind his heart 1020 

As high as it will stretch. His choice of time 
He fixes on the hour when all the world 
Is dead; when with the colour of his act 
Darkness accords; and every eye is clos'd. 
^Between his purpose and his dreadful stroke 1025 

Wild is the space within him: fto the scene 
Of his dark act, with a light-falUng foot, 
Ohost-like he glides; and fancifully fears 
Lest strange and wondrous voices wake the world 
And babble of his business. When the blow 1030 

His heav'n-forsook and hell-driven hand hath struck. 
He is "afraid to think on what he has done; " 
That 'twer^ undone, is his devoutest wish. 
Of heaven and earth he feels himself accurst. 
With wildest superstition seiz'd, he dreads 1085 

That preternatural Providence will point 
Its finger at his guilt Whate'er his gain. 
He finds that Peace and he have parted, ne'er 
To meet again. Tis ill for ever with him. 
An horrid spectre is before his eyes. 1040 

[P. 44] The grave sends back again his ghastly gift; 
The shadowy resurrection's grim reproach 
Shakes all the trembling pillars of his souL 
He starts, when nothing stirr'd; — "Who speaks?"— he asks. 
When no one spoke; and mutters things unheard 1045 
With nimble-moving lips that send no sound. 
Disturb'd e'en in the stillest room he lies; 
Kept by no noise awake, no sleep he finds. 
Or no oblivion finds it Olad t' escape 
From scaring visions, soon in sweats he wakes. 1050 

To cheer his midnight hour he must have lif^t 



* Julius Caesar. t Macbeth. 
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Continual at liia couch; the live-long day. 
Am dings a drowning wretch to him he holds, 
(Dreading, as doth that drowning wretch the wave, 
Soul-slnklng solitude) he closely cleayes 1055 

To some companion's side; hunted he seeks 
From the keen terrors that his soul pursue 
Protection In his presence; when there's near 
Nought hostile to him save himself, he fears; 
Flees unpursued; and unsuspected, reads 1060 

In every eye discernment of his deed. 
His life an heavy load upon him lies 
He can no longer bear; all wan and worn, 
The conscience-withered wretch a witness comes 
Against himself; and gloomy refuge seeks, 1065 

In the dire executioner, from one 
[P. 45] More dire within; before his country's bar 

When pale he stands, a crowd of curious eyes 

The hall of justice choak, with hungry gase 

And gloomy eagerness to mark the case 1070 

Of such a monstrous mind! each line to trace. 

Where Penetration seeks to track the tread 

Of aspect^rinting soul; and every look 

And motion, with unwearied watchfulness. 

Of the prodigious culprit to devour! 1075 

Tet this same deed, which e'en though singly done, 
If naked seen, such shuddering horror moves. 
When e'en on gasping msnriads at a time 
It is committed, yet when it is done 
With all its Unsel on it, with its pomp 1080 

And robe about it, by a numerous troop 
Whom ermin'd Mightiness commands and keeps; 
Whose corporal forms the critic eye approves. 
Select in stature, of proportions fair; 
Whose trim attire, with nice adjustment neat, 1085 

Is pure from soil, and bright with showy dies; 
Who to black scenes of lurid horror go. 
In holiday and laughing colour dad, 
Oay rainbow ruffians; on their guilty way. 
That wear no hanging head, nor downcast eye. 1090 

But with a swelling chest and stately port 
[P. 46] That strut to blood; amid the gaping throng, 

Through whose long lines of dazzled looks they march. 

With plumy pinnacles pre-eminent. 

Tall above men; whose weapons luminous 1095 
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Hold mirrors to the sun, return lils rmjrs. 
And give the light their radiant face reoelvee. 
Doubling the day; all regularly rank'd 
In system fair and symmetry of posts, 
Amuslye to the eye; with measured steps 1100 

Harmonious moving, timing every tread 
In symphony of feet; or elevate, 
Mounted on manag'd and on mettled steeds 
Whose haughty arch of neck bears high their heads, 
And hot, dilated nostrils shoot out smoke, 1105 

Panting with gen'rous fires, that snort and neigh. 
And restless paw and champ the foamy bit. 
And prance Impatient of procession's pace; 
While beauteous banners o'er the passing pomp 
Unroll their silken sheets, that In rich streaks 1110 

Strive with the morning, and, In easy stream 
And playful freedom, flutt'rlng loose In air. 
Flirt with the gamesome gale; and sprightly sounds 
Of rousing music Join the gorgeous show. 
The thundering threat of drums, and the keen tones 1115 
Of the sharp fife, and high Inciting sounds 
Of trumpets that persuade the thrilling ear, 
[P. 47] " Tls honour calls to arms, and the big call 

'Tls heroes that obey:"— thus proudly doath'd 

In luxury of dress, with such a sweep 1120 

And swell of regal gown, all over doak'd 

In every part with amplitude of pall. 

Voluminous disguise! this ugly act, 

Foul hag of night, misshapen, monstrous thing, 

Abhorr'd and loathsome to the sense of right, 1125 

As to the sight the ribs of bony Death, 

Or hideous Scylla's womb of howling hounds. 

Falls to disgust; the amiable vice, 

Hid in magnificence and drown'd in state. 

Loses the fiend; receives the sounding name 1180 

Of Glorious War; and through th' admiring throng 

Uncurs'd the ornamented murderers move. 

Law! feeble regent in young Reason's room. 
Too young an yet to reign, how short a wing 
O'er human weal doth thy protection spre&d! 1185 

From rapine and from wrong contracted screen! 
A speck of shield, o'er the vast social frame 
That throws a spot of shade, and leaves the bulk 
Uncover'd to the battle! ptmy arm! . • 
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Whose fairy rod, for tiny Mischief made, 1140 

E'en him deters not, in his petty sphere, 

With stealing step to move; while with loud strides 

[P. 48] Giant Injustice walks unchecked abroad. 

And braves both earth and skies, and strikes such blows 

With his unwieldy, ik)nd'rous, pounding mace, 1145 

As to the centre shake the trembling orb! 

Whose limbs enormous no huge magistrate 

With mighty grasp arrests, with massy chain. 

Of link prodigious, manacle immense! 

Hath pow'r to bind. — If but some few life-drops 1150 

Blush on the ground, for him, whose impious hand 

The scanty purple sprinkled, a keen search 

Commences straight; but, if a sea be spilt. 

But if a deluge spread its spacious stain. 

And fields be flooded from the veins of man, 1155 

O'er the red plain no solemn coroner 

His inquisition holds. — If but one corse, 

With murder's mark upon it, meet the eye 

Of pale Discovery in the lonely path. 

Justice begins the chace: when high are heap'd 1160 

Mountains of slain, the great, the full-grown guilt. 

Safe in its size, too large for laws to lash. 

Trembles before no bar. — Panting and pale, 

A single culprit, hark! the hounds of Law 

Hunt in full cry: but where's the custody, 1166 

On culpable communities can shoot 

The bulky bolt? for culprit empires where 

The huge colossal constable, to whom 

[P. 49] Such criminals will crouch? Where stands the court, 1170 
Of ample area, like the arch of heaven. 
Within whose walls wide-swelling, plaintiff states 
Offending states may sue, and nations wait 
Their sentence, meek submitted to the mouth 
Of so sublime a bench? Till this can be, 1176 

How poor the boast of Law! She wants an eye 
More keen, to catch whom, caught, her arm can scourge; 
And in her hand there needs a Michael-sword 
Of vaster size her bigger foes to fell. 
Smite Mountain-Mischief, Evil's mightier fiend, 1180 
Satanic in his stature and his strength. 

From lawless force, look round the world and see. 
Defence how feeble legal force affords! 
Assault and self-reliance for relief 
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Compose the scene of man. 'Tis warfare all! 1185 

Still reign the woods, and still the world is wild! 
Each hour of life» or wrongs arriv'd require 
Repulsion bold, or wrongs expected call 
For constant caution. Fear her forts erects 
O'er aU the pubUc, all the prtvate, world. 1190 

Which way we look, fortifications talk 
Of man in danger from his fellow-man ; 
. Of man 'gainst man for ever on his guard. 
Lo! o'er each door, each window, of each house 
[P. 50] The traverse bar! Lo! every cautious land, 1195 

By ocean unencircled, cinctur'd stands 
With art's munition! each suspicious night, 
Behold its bolted towns! their gate's thick guard! 
The stony strength that folds them in survey! 
The mural girdle's iterated round! 1200 

Wall within wall! protection intricate! 
While water adds its flowing fence, t' afford 
Fulness of safety, and shut out the foe: 
The wildest, fellest foe of feeble man! 
The lion eminent! the wolf supreme! 1205 

Whose mighty prowl around the human folds 
Requires an iron pen, a massy coop 
To keep him out; and whose incursive craft 
For cunning, complicate exclusion calls. 

And is this civil life, where civil lands 1210 

So scant a sum of savage violence 
Can whip within them, while without them, all 
Towards each other the barbarian play? 
Where Fraud her fightings adds to those of Force, 
And wars the city and the field possess? 1215 

Oh! when that voice, which dead confusion heard. 
Shall human chaos hear? Oh! when shall cease. 
Obedient to its call, this noise confus'd 
Of various battle? this continuous din. 
In war, of clashing steel; in peace, miscall'd, 1220 

[P. £1] Than a sweet name no more, of clashing aims? 
Of selfish interests in eternal tilt 
Contending? this extended tournament, 
(Bfaking all human life its boundless list. 
And through all time prolong'd) of private views 1225 
To private views oppos'd;^ irregular 
Against each other rushing; keeping up. 
From age to age, one everlasting cloud 
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And clatter of encounter; to the friend 

Of human kind presenting, as he sits 1280 

From the hot combat pensively apart, 

A picture all confus'd of counter paths, 

Each other crossing with collision loud! 

A wildly shifting, ever-waying scene! 

A sea of sinking and ascending heads, 12S5 

Where all is undulation, rise and fall! 

This, mounted high with plume and spear, that down, 

Unhors'd amid the trampling, bruis'd and broke. 

Biting with bankrupt-agony the ground; 

While shouts and groans, in air tumultuous mix'd, 1240 

With harsh discordant noise distract the ear. 

How long shall it be thus?— nSay, Reason, say. 
When shall thy long minority expire? 
When shall thy dilatory kingdom come? 
Haste, royal infimt, to thy manhood spring! 1245 

[P. 52] Almighty, when mature, to rule mankind. 

Weak are the outward checks, thy bridle's place 

Within the secret bosom, that supply. 

Thine is the majesty; the Tictory thine. 

For thee reserved, o'er all the wrongs of life. 1250 

The pigmy violence the private scene 

That vexes, and that hides his head minute 

nom human Justice, it is thine to end; 

And thine, the taU and Titan-crimes HaiBi lift 

Their heads to heaven and laugh at laws: to thee 1255 

AU might belongs: haste, reach thy ripen'd years! 

Mount thine immortal throne, and sway the world! 
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NOTES 

Title Page. 

Oat, damned spot, etc* Freely selected from Kacbeth, Y. i, 
39-60. 

Lines 1-2. 

William Hazlitt comments on these lines as follows: '^ell 
might the poet begin his indignant invective a^nst an art, 
whose professed object is its destruction, with this animated 
apostrophe to life." The Feeling of Immortality in Youth, 

Lines 6-16. 

These lines reproduce the necessitarian doctrine of the eigh- 
teenth century psychologists and moralists from Locke down. 
It is doctrine such as may be found in Hartley and Priestley. 
Wordsworth, according to his own testimony and that of Cole- 
ridge, was a necessitarian in his early manhood, and his faith 
was shared by Coleridge and many others. 

Lines 20-28. 

For a corresponding humanitarlanism, perhaps equally an 
echo of Cowper, compare Wordsworth's IAne$ Left Upon a Beat 
in a YevhTree, 1795. 

Lines 29-31. 

The idea that "the all-quickening breath" develops life up to 
''reason" from the lower forms of mentality is most clearly de- 
veloped by David Hartley in his O&tervoMofM on Man, 1749. 
Compare Coleridge, ReligiouB MuHnga, especially lines 26-45, 
with the accompanying note on David Hartley. 

Lines 64-79. 

methodised tbe art, etc. With this compare Godwin, PoHt- 
ical JuMtice, quoted on page 229. 

Lines 95-118. 

This is a satirical picture of a council of statesmen, repre- 
sentative of autocracy and aristocracy, who cause, plan, and 
carry on war. Compare Godwin, quoted on pages 227-228 and 
230. 

Lines 128-170. 

With these horrors of war compare Godwin, quoted on pages 
229 and 230. 

Lines 259-261. 

Freely adapted from King John, III, ill, 37-39. 

Lines 264-266. 

Freely adapted from King John, III, Hi, 34-37. 

Lines 269-277. 

Say hath the African fair freedom found? The struggle 
against the African slave-trade is briefly recorded in Words- 
worth's Prelude, Book X, 245-253. 
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Lines 319-360. 

With this picture of one affected by the calamities of war com- 
pare Wordsworth's Ouilt and Borrow, a poem avowedly written, 
as he tells us, when his mind was oppressed "with calamities, 
principally those consequent upon war, to which, more than 
other classes of men. the poor are subject** 

Lines 364-410. 

Compare Godwin, quoted on pages 227-229. 

Line 490. 

Compare lines 496 and 757. 

Lines 502-587. 

That ye have murder hnmanlaed, etc. The poem identifies 
war and murder in several passages. Godwin likewise identifies 
the two, as for instance in the following striking passage from 
the second edition of Political JuMtice, 1796, developing a hint in 
the first edition: "It would be unjust to dismiss the considera- 
tion of this most dreadful, yet in the present state of things some- 
times unavoidable calamity ... of war, without again re- 
minding the reader of its true character. It is that state ot 
things where a man stands prepared to deal slaughter and death 
to his fellow man. Let us imagine to ourselves a human being 
remaining alone in the midst of the carnage he has made, sur- 
rounded with the dying and the dead, his arms bathed to the 
very elbow in their blood. What manner of creature shall we 
esteem him to be? What had these men done to him? Alas! 
he knew them not; they had never offended; he smote them to 
the death, unprovoked by momentary anger, coldly deliberating 
on faults of which they were guiltless, and executing plans of 
wilful and meditated destruction. Is not this man a murderer? 
Tet such is the man who goes to battle, whatever be the cause 
that induces him. Who that refiects on these things, does not 
feel himself prompted to say, 'Let who will engage in the busi- 
ness of war; never will I, on any pretence whatever, lift up a 
sword against my brother?* ** 

Lines 587-588. 

Godwin makes note of the unreason of such actions (page 
229). 

Lines 631-675. 

Note that Reason, as in Godwin, condemns war. 

Lines 659-660. 

Like tented Richard's . . . **Sits heavy on his sooL** 

Compare Richard III, V, ill, 118, 131, 139. 

Lines 780-827. 

For the reluctant soldier compare Quilt and Sorrow. 

Unes 853-915. . ^ ,. 

Those calamities of war which are not confined to the field 
are the constant theme of the anti-military poetry of Words- 
worth, Coleridge, Southey, and their group, as well as of Godwin. 
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Linee 921-922. 

Godwin, too, grants that a defensive war is justified. See 
page 230. 

line 989. 

Once again Reason condemns war. 

Lines 1000-1001. 

He has a thing to sajr • . . he cannot say. King John, 
III, lii, 25-28. 

Lines 103S-1086. 

Between his porpose . . . wild is the npace within him. 
Adapted from Julius Caeiar, II, i, 68-65. 

Lines 1036-1088. 

to tile scene • . • ghost-like he ^des. Adapted from 
Macbeth, II, i, 55-56. 

Line 1042. 

He is *^mtrmUi to tliink on what he has done/* Adapted from 
Macbeth, II, ii, 51. 

Lines 1128-1129. 

«**Tis honour calls • • . obey.** Freely adapted from 
Antony and Cleopatra, I, Ui, 97-101. 

Line 1143. 

Law! feeble regent in yonng Reason's room. This line is 
thoroughly Godwinian by reason of the place given to Reason, 
the cure at once of both autocracy and war. The soH^lled "Law 
of nations" is too weak to bold unreason and war in awe. 

lines 1177, 1180. 

cnliMit empires. Empires, in Godwin's mind, being ruled by 
a hereditary autocratic sovereign, must of necessity be "cul- 
prtts" and "criminals." 

Line 1252. 

Say, Reason, say* When Reason shall come into her own, war 
will cease. Ck>mpare Godwin, quoted on page 230. 



Digitized by VjOOQIC 



RUSKIN AND THE SENSE OF BEAUTY 

P. W. Roe 

One of the tutors at Oxford when Ruskin was an under- 
graduate there, "the only man among the masters of my 
day," said he, "who knew anything of art," Henry G. Liddell 
(afterwards the distinguished Dean of Christ Church), in a 
letter to Ruskin written in 1879 thus describes his earliest 
impression of the first volume of Modem Painters: "Thirty- 
six years ago I was at Birmingham, examining the boys in the 
great school there. In a bookseller's window I saw Modem 
Painters, by a Oraduate of Oxford. I knew nothing of the 
booky or by whom it was written. But I bought it, and read 
it eagerly. It was like a revelation to me." This enthusi- 
astic opinion is typical of the earlier judgments of Modem 
Painters, and not of the first volume only, but of the others 
as well. Ruskin was hailed as the evangelist of art and the 
apostle of a new revelation of beauty. He was looked upon 
as a mirade-worker who had opened the eyes of the blind 
and had taught them to see in nature and in art a new 
heaven and a new earth. He was the enchanter who, out 
of the old materials of his mother speech, had fashioned a 
fresh and exquisite fabric, rich and gorgeous beyond anything 
that had been seen since the days of Burke and De Quincey. 
The younger artists of those days were captivated. Holman 
Hunt sat up most of a night reading a borrowed copy of 
Modem Painters, until "the echo of the words" remained 
an enchantment to his ears. William Morris and Bume- 
Jones heralded Ruskin as a "Luther of the arts," and to 
groups of Oxford friends, Morris spouted passages of his 
prose in a voice that fired his listeners with exultant admira- 
tion. When the young Pre-Raphaelites were attacked in 
1850 and 1851, Millais, in anger and despair, went for help 
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to Rnskin, who at once wrote a letter to The Times that 
turned the tide of opinion in favor of the brotherhood. Men 
might pardonably envy, as Swinburne said, ''the authority 
and the eloquence'' which gave ''such weight and effect to 
praise." Rustdn's achievement was truly remarkable. At 
twenty-three, in an ecstasy of indignation, he had put aside 
his drawing and his mountain-rambling to defend a maligned 
reputation, with little thought of the path he was destined 
to take. At forty he stood at the summit of his fame, an 
acknowledged interpreter of the beautiful such as Eng^d 
had not hitherto produced. For taken together, the five 
volumes of Modern Painters, in spite of the heavy weight of 
imperfections — ^their extravagant paradoxes and pieties, their 
dogmatisms and contradictions ("oscillations of temper and 
progressions of discovery," as Ruskin said) — contain the 
most inspiring and influential and probably the most endur- 
ing discussion of art yet written in English ; a work that if 
it betrays a caprice fatal to the critic, reveals everywhere the 
passionate insight belonging only to the i>oet. 

Modem Painters was begun as a defense of Turner. In 
1843, when the first volume appeared. Turner already had a 
reputation as the first of landscape painters, he was a member 
of the Royal Academy, and he had made a fortune from his 
pictures. But he was passing into his later manner, and the 
reviews had violently attacked his canvases, describing them 
as meaningless and absurd, a series of distorted dreams evoked 
by a senescent imagination. Raised to the "height of a 
black anger" by these attacks, Ruskin rushed to the defense 
of his idol with all the abandon of youth and genius. Young 
as he was, his enthusiasm for Turner was even then old. At 
thirteen he had received the famous birthday gift of Rogers' 
Italy, illustrated with Turner's vignettes. At fourteen he had 
begun copying the painter's drawings, and at seventeen he 
had flung off his first reply to Blackwood^s criticism, in 
which he had spoken of Turner's art as "embodied enchant- 
ment, delineated magic," and as "seizing the soul and essence 
of truth." Before he was twenty-one, his father had given 
him two Turners, and when he was of age, he had begun 
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collecting for himself, until the Ruskin home contained one 
of the choicest collections in England, numbering by 1860, 
says Sir £. T. Cook, ''two oil pictures and more than a hun- 
dred drawings and sketches." Turner's works were to him 
a symbol of all the beauty in landscape and of all the mystery 
and tragedy in man, — ^''studied melodies of exquisite color, 
and deeply-toned poems." To defend Turner was to defend 
all that Ruskin best loved in nature and most revered in art 
What began as a magazine article to support a falling 
reputation soon grew into a book, and from one book into 
five, leading its discursive author into ever-widening fields 
of inquiry and speculation, not only upon nature and art, 
but upon poetry, society, education, and religion as welL 
Ruskin was intermittently occupied with the work for seven- 
teen years, or until 1860, when the fifth and last volume came 
out; and if we take into account the early article of 1836, 
written for Blackwood's but withheld by Turner, and the 
epilogue of 1888, written for the last complete edition of 
Modem Painters to be published in Ruskin 's lifetime, together 
with innumerable prefaces, annotations, and comments, that 
appeared in the intervening years, we find that the volumes 
as we now have them in the monumental Library Edition, 
stretch over a period of fifty-two years, and are richer in 
material than any other work that Ruskin produced. The 
expansion was inevitable. In making way for the truth of 
Turner, Ruskin found that there were great accumulations 
of falsehood that must be pushed aside. There was, on the 
one hand, the false idealism of the conventionalists, who 
strove so hard to secure generalities or ''universals" in their 
art that they deliberately left out or falsified reality. Their 
position is best set forth in the Discourses of Sir Joshua 
Reynolds and is illustrated in the inquiry of the painter, Sir 
Gteorge Beaumont, to Constable — ^**But where is your brown 
treet" and in the well-known dictum of Dr. Johnson 
that ''poetry is to speak an universal language." There 
was, on the other hand, what Ruskin regarded as the vulgar 
and trivial realism of those who slavishly followed the Dutch 
school of artists, with their "cattle and market vegetables," 
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their ''flats, ditches, and hedges, enlivened by cows chewing 
the cud, and dogs behaving indecently"; and who therefore 
left no room in their pictures for the higher and more occult 
kinds of truth such as could be realized only by the visionary 
power of the imagination. Ruskin felt, too, that he must 
meet not only the prejudices of the schools, but the Philistin- 
ism of the public and the esoteric aestheticism of the con- 
noisseur. In order to enjoy art it was not necessary to 
cultivate a critical appreciation of technicalities and tricks of 
expression alone, nor to care more for pretty gewgaws like 
the "lining of a cloak, or the satin of a slipper," than for 
the large realities of human life and nature. He protested 
with all his soul against this ''pursuit of beauty at the 
expense of manliness and truth." He would bring art into 
the open where it might be tested by principles that have 
their rootage in the healthy soil of our common humanity. 

Ruskin thus found himself driven back to fundamentals. 
He must state, and endeavor to explain, the laws of art by 
which he meant to be guided, both in his attack upon the 
conventionalists and connoisseurs and in his defense of 
Turner. In the preface to the first edition of volume one 
(1843) his purpose is thus clearly set forth: "But when 
public taste seems plunging deeper and deeper into degrada- 
tion day by day, and when the press universally exerts such 
power as it possesses to direct the feeling of the nation more 
completely to all that is theatrical, affected, and false in art ; 
while it vents its ribaldry on the most exalted truth, and the 
highest ideal of landscape that this or any other age has ever 
witnessed, it becomes the imperative duty of all who have any 
perception or knowledge of what is really great in art, and 
any desire for its advancement in England, to come fearlessly 
forward, regardless of such individual interests as are likely 
to be injured by the knowledge of what is good and right, to 
declare and demonstrate, wherever they exist, the essence 
and the authority of the Beautiful and the True."^ Believed 
of digressions and irrelevancies in which throughout five 
bulky volumes they are intermingled and sometimes obscured, 



^III :4. The references throughout are to The UJfrary Edition of Ruakin. 
18 
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the principles upon which Ruskin rests his arguments are 
alike comprehensive and simple, the work of a mind that had 
an intuitive perception of the sanity of great art. And 
although it is our purpose here to deal with but one of these 
principles, a brief statement of them all will serve to remind 
the reader of the place that the notion of beauty holds in the 
general scheme. Art is defined by Ruskin as the expression 
- of man's ''rational and disciplined delight in the forms and 
laws of the creation of which he forms a part. 
That art is greatest which includes the greatest number of 
greatest ideas.'* The ideas in great (fine) art are three, — 
truth, beauty, and relation (thought).* Truth is **the faith- 
ful statement, either to the mind or senses, of any fact of 
nature." Beauty is ''the power in anything of delighting 
an intelligent human soul by its appearance." By the 
awkward term "relation" Ruskin denotes all those ideas 
"conveyable by art, which are the subjects of distinct intel- 
lectual perception and action, and which are therefore worthy 
of the name of thoughts. " It is the intellectual and imagina- 
tive side of artistic creation or enjoyment, as opposed to the 
perceptive, that the term is intended to mean; questions 
involved in the choice of subject, collocation of materials, and 
imaginative treatment, by which the artist at last reaches 
the summit of his art, namely, the expression of himself. 
In later years Ruskin regarded this systematic arrangement 
as "affected and forced," and declared that by it he only 
meant to say that a work of art must be well executed, must 
possess truth and beauty, and must combine these two 
elements in such ways as to speak to the intelligence and 
arouse the imagination of those for whom it was intended. 

One further question, however, remains; for according to 
the definition of art as quoted above we are bound to consider 
not only the kinds of ideas involved, but also in what sense 
"greatness" is to be understood. What makes an "idea" 
properly "great"! Does greatness reside in the object or in 



*Rudiiii names two other ideas, power and imitation, but he dismisses 
them after a brief exposition of their meaning, for the reason that they 
are either unworthy (imitation), or an account of them, so far as is neces- 
sary, is involved in the discussion of the other three, cf. Ill :116. 
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the subject, in the material used or in the use made of it by the 
artist t These are the old enigmas that critics have delighted 
to conjure with. Ruskin's solution, while not wholly free 
from contradictions, is in the main clear. The final source 
of greatness, he says, is the soul of the artist; great art is a 
noble spirit in the artist communicated to his material. ''I 
call an idea great in proportion as it is received by a higher 
faculty of the mind, and as it more fully occupies, and in 
occupying, exercises and exalts the faculty by which it is 
received. . . . Great art is precisely that which never 
was, nor will be taught; it is pre-eminently and finally the 
expression of the spirits of great men." If we inquire 
whether this ** expression" may be accomplished equally well 
by means of the petal of a rose or the chasm of a precipice, 
the life of a peasant or that of a noble, Ruskin wisely warns 
us that **the criticism of art never can consist in the mere 
application of rules," and says that **the difference between 
great and mean art lies not in definable methods of handling, 
or styles of representation, or choices of subjects, but wholly 
in the nobleness of the end to which the effort of the painter 
is addressed."^ This is a sound caution, but it is neither the 
whole truth nor Ruskin 's own conclusion ; for noble emotions 
must have noble ** grounds," and ** greatness" in reality 
springs from a fourfold source, including ** object" as well 
as ** subject," — ^namely, choice of noble material, right 
admiration, sincerity, and power of invention. **The sum 
of all these powers is the sum of the human soul. Hence we 
see why the word * great' is used. It is literally great. 
. . . The idea of its magnitude is a literal and just one, 
the art being simply less or greater in proportion to the 
number of faculties it exercises and addresses."* The Gtothic 
Ruskin in his philosophy of art was something of a Greek! 
The reader of Modern Painters scarcely needs to be remind- 
ed that the elaborate program implied in the foregoing prin- 
ciples was not in any part or particular fully carried out. 
Ruskin possessed neither the knowledge nor the temperament 



»V:42. 
♦V:65-66. 
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for SO gigantic a task. He regretfully acknowledges the 
incompleteness of the work, admitting that **it treats of 
nothing but the initiatory steps of art, states nothing but 
the elementary rules of criticism." He gave up his system- 
atic treatment at the third volume, and allowed himself to 
follow a rambling course to the end of the fifth, which thus 
became a stopping place instead of a goal. He raised ques- 
tions along the way which he either did not or could not 
answer; he gave promises which he did not fulfill; he found 
himself involved in problems of optics, geology, and botany 
which he could not solve; and, finally, he was drawn further 
and further into discussions of social and economic matters, 
which, by 1860, had for him, he says, **an interest tenfold 
greater than the work I had been forced into undertaking."* 
But in spite of this fragmentary and discursive character of 
Modem Painters as a whole, Rustdn repeatedly maintained, 
down to his latest years, that there was no change in its 
principles from beginning to end. In its **art teaching and 
landscape descriptions," he said in 1873, ''I have little to 
retrench, and nothing to retract." "In the main aim and 
principle of the book," he wrote in the Epilogue of 1888, 
''there is no variation from its first syllable to its last." 
Looking back across the years of disillusionment and distress 
that had come upon him since 1860, he believed that in his 
efforts to write down the laws of the True and Beautiful, he 
had been a ** faithful scribe." 

It is in the second volume that these ''laws" of the beautiful 
are set forth.* Written in 1846, this work belongs to the 
period when Ruskin was still under the pietistic faith in 
which he had been nurtured. It was created out of circum- 



■VII:257. 

* I do not mean of course to Imply that the second volume is erlven over 
to the analysis of beauty alone. Ruskin had a sin^rlo purpose, carried out 
in two directions. Having in the first volume discussed "ideas of truth", 
or the visible facts of the outer world, in the second volume he took up the 
more difficult task of considering "the value and meaning of mental im- 
pressions" which these facts make upon the individuaL For the ends ot 
art these impressions are dealt with by two great faculties, the theoretic 
and the imaginative, the peculiar function of both being, according to 
Ruskin, a spiritual, as opposed to a merely aenauout and inteUeotual 
activity. As he says: the book "divides the faculties of mind concerned 
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stances in the highest degree congenial to his nature. Still 
youthful, exultantly happy, travelling at will over Switzer- 
land and Northern Italy, in the summer and autumn of 1845, 
he gathered in impressions of beauly on every hand, and 
returned to his task of composition thrilled to ecstasy with 
what he had seen on frescoed walls and Alpine summits. 
''The full happiness of that time to me," he says, ''cannot 
be explained except to consistently hard workers; and of 
those, to the few who can keep their peace and health. For 
the world appeared to me now exactly right. Hills as high 
as they should be, rivers as wide, pictures as pretty, and 
masters and men as wise."^ He wrote his chapters under 
the influence of Hooker in style, of George Herbert in religion, 
and of twelfth century builders, Jacopo della Querela, Fra 
Angelico, and Tintoret in art In a sense the volume was 
intended to dethrone the realists then in fashion, and to exalt 
Fra Angelico as the type of that vital union of both sensuous 
and spiritual beauty which Buskin then and always regarded 
as the necessary foundation of any great art whatsoever. 
The history of his mind towards the work is indeed a valuable 
illustration of his adherence to this artistic faith throughout 
the changes in temper and religion to which his nature 
afterwards subjected him. In 1858 he threw off his puri- 
tanical beliefs and entered upon a long period of spiritual 
bewilderment, under the shadows of which he wrote his 
economic and social studies, immensely broadening the field 
of application for his principles of art. During this time 
Ruskin looked upon the second volume of Modem Painters 
with severe disapproval, pronouncing its tone presumptuous 
and affected, its style cumbrous, and its treatment pedantic ; 
but most of all condemning its religious spirit as narrow and 



In the contemplation of nature into two ffreat branches— one passive, the 
other active; one receiving delight from external things, the other so 
modifying and regarding external things as to increase this delight The 
passive power I called Theoria, and the active, ImaginaUon. (V:488) 
... It was my purpose ... to show . . . that the Beauty of 
great art was that . . . which the soul perceived, and not the senses 
merely ; that the Thoughts of great art were those which the soul origi- 
nated, and not the understanding merely" (XI: xix). In the present 
study we are concerned with the "theoretic faculty" only. 
»XXXV:S61. 
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sectarian. Not until 1883 would he allow a revised reprint 
of the book to be issued,* and only then partly because hia 
mind had by this time returned to Fra Angelico and the prim- 
itives with a new and broader understanding of their religions 
art; but chiefly because it seemed to him that a reiteration 
of his old teachings was needed as a force to counteract cor- 
rupting influences that were then betraying the world to the 
powers of evil. Movements were in the air that stirred the 
old lover of beauty to angry protest, — ^a materialistic science 
that studied structure and neglected aspect, casting scorn on 
its loveliness and mystery ; a foul and avaricious industrialism 
that built up vast areas of ugliness and populated them with 
masses of unhappy toilers; and, not the least, a new school 
of aestheticians, whose voices as Whistler said were now 
heard in the land preaching the gospel of **art for art's sake," 
and who taught or seemed to teach that the titillation of the 
sensibilities moment by moment was the highest experience 
that could come from a worship of beauty.* Such a doctrine 
issuing from the ** aesthetic cliques of London," a doctrine 
tainted with morbidity, and a negation of the transcendental 
element in beauty, decided Ruskin to redeclare his central 
conclusions, long since left in abeyance with a latter-day 
distrust in all abstract treatment of questions of taste. ''I 
find now (1881)," he said, in language that reveals the 
influence of Carlyle, **that the * general student' has plunged 
himself into such abysses, not of analytic, but of dissolytic, — 



•There were two reprints without revision. In 1866 and In 1869. 

*Thl8 "new school" Is a chapter by Hself. It may be recalled, however, 
that Swinburne's Poems and BtUUida came out In 1866, Rossettl's Poems 
In 1870, and Pater's Renaissance In 1878, — all of which were Influential 
in exalting the notion of the sensuous and passionate "moment". These 
men felt the force of Ruskln's spell, and they all came In for his praise. 
His relations with Rossettl are well known ; Swinburne's work he warmly 
applauded; Pater's criticism he quoted with approval. Still there was 
"too ffreat boldness" In some of Rossettl's verse, and a "corruption which 
Is peculiar to the erenlus of modem days" In Swinburne's. While the 
doslns words of Pater's Renaissance — "For art comes to you proposing 
frankly to give nothing but the highest quality to your moments as they 
pass, and simply for those moments' sake," — were a contradiction of all 
that Ruskin regarded as of most consequence In his theory of beauty and 
art It was undoubtedly later and extreme expressions of these tend- 
encies, however, that most aroused his wrath. 
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dialytic— or even diarrhoeic — ^lies, belonging to the sooty and 
sensual elements of his London and Paris life, that, however 
imperfectly or dimly done, the higher analysis of that early 
work of mine ought at least to be put within his reach ; and 
the fact, somehow, enforced upon him, that there were people 
before he lived, who knew what 'aesthesis' meant, though 
they did not think that pigs' flavoring of pigs '-wash was 
ennobled by giving it a Greek name: and that there were 
also people before his time who knew what vital beauty 
meant, though they did not seek it in the model room, or the 
Pare aux Cerfs."^*^ What most needed re-emphasis, then, 
was that part of the second volume which he had regarded, 
not as untrue or unsound in principle, but as needlessly 
pedantic in form. **I find now,'' he said in Readings from 
Modem Painters to Oxford audiences (1877), **the main 
value of the book to be exactly in that S3n3tematic scheme of 
it which I had despised, and in the very adoption and in- 
sistence upon the Greek term Theoria, instead of sight or 
perception, in which I had thought myself perhaps uselessly 
or affectedly refined."" The misanthropic veteran had thus 
kept faith with the visions of his happy youth. 

It was indeed in the spirit of youth — ^bold, aggressive, 
dogmatic, — ^that Ruskin plunged into the difficult task of 
interpreting the sense of beauty.^* A brief outline of his 



>»XXV:122. 

^ XXII :512. Not a few evidences of Ruskhi's \ise of the 1888 reprint as 
a counterblast to the aesthetes may be found in his supplementary notes: 
as for example where he warns his reader against cultivating perceptions 
of the beautiful "on principles merely aesthetic*', italicising the word and 
explaining as his reason "that the reader may note the anticipation of the 
mischief which has since followed from this sect" (1888) ; or, again, in 
reference to the wrong use of "aesthetic" : "it is one of the principal rea- 
sons for my reprinting this book, that it contains so early and so decisive 
warning against the then incipient folly, which in recent days has made 
art the corruption, and the Jest, of the vulgar world" <IV:85). 

'*As has been suggested, Ruskin In later years often gave expression 
to his sense of the futility of discussing problems of aesthetics. In an 
Oxford lecture he says: "Nearly the whole study of aesthetics is . . . 
either gratuitous or useless. Either you like. the right things without 
being recommended to do so, or, if you dislike them, you cannot be 
changed by lectures on the laws of taste" (XX:208, cf XXV :46). In spite 
of this sentiment, however, he repeatedly gave expression in the later 
books to his opinions and discoveries in this field. In fact the best of 
Ruskin on the sense of beauty is strewn broadcast through thirty- 
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theory may best be stated for the most part in his own words. 
''Any material object," he says, ** which can give us pleasure 
in the simple contemplation of its outward qualities without 
any direct and definite exertion of the intellect, I call in some 
way, or in some degn^ee, beautiful.**" The word here that 
carries with it a sense peculiar to Buskin is "contemplation,** 
for which he borrowed the Greek term theoria, as suggesting 
more precisely his meaning. By it he intends to say that 
the pleasure which comes to us from the qualities of objects, 
when we contemplate them, and which alone justifies us in 
calling such objects in the full sense beautiful, is a pleasure 
with a twofold aspect, at once sensuous and moral. The 
sensuous aspect is what we commonly understand as the 
aesthetic, or, as Buskin would say, the sensational and 
physical." It is that *' quality or group of qualities in 
objects by which they become pleasant to the eye considered 
merely as a sense. Pure and vivid colors, for instance, are 
to the eye precisely what musical sounds are to the ear, 
capable of intense expression, but also pleasant in themselves, 
and although wearisome if too long continued, possessing for 
a time a real charm, of which no account whatever can be 
rendered, but that the bodily sense is therein gratified. This 
is the first notion of beauty in the human mind.*'" But 
in the healthy and attentive mind the ''mere animal con- 
sciousness" of pleasantness is accompanied with a thrill of joy, 
which in finer and more cultivated natures rises into still 
higher qualities of emotion, until the sense of beauty in its 



seven volrnnes. Quotations and discussions in the text will therefore 
draw freely from this wider field, though nothing will be, or can be, in- 
troduced to contradict the statement of principles based upon the second 
volume of Modem Painters, 

"111:109. 

''"The reader should know that for what is now called 'aesthetics', / 
always used, and still use, the English word 'sensation' — as, for instance, 
the sensation of cold or heat, and of their differences ;— of the flavor of 
mutton and beef, and their differences ; — of a peacock's and a lark's cry, 
and their differences ;— of the redness in a blush, and in rouge, and thehr 

differences, etc., etc. But for the Perception of Beauty. I always 

used Plato's word, which is the proper word in Greek, and the only eingU 
word that can be used in any other language by any man who under- 
sUnds the subJect—Theoria' " (XXV:128). 

»rV:S65. 
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fulness implies the recognition of a ''living Spirit greater 
than our own/' revealing itself through the aspects of things. 
This is the moral side of beauty. ''It is necessary to the 
existence of an idea of beauty/' Buskin says, "that the 
sensual pleasure which may be its basis should be accom- 
panied first with joy, then with love of the object, then with 
the perception of kindness in a superior intelligence, finally, 
with thankfulness and veneration towards that intelligence 
itself."^* Material loveliness, then, is found to possess the 
power of conveying intimations of an immaterial character. 
Objects must first be divested of such qualities as make them 
"accidentally or temporarily pleasant" before other qualities 
which are charged with these suggestions of a transcendental 
reality may be revealed. Beautiful objects, moreover, possess 
one or more of these permanent qualities in common, which 
thus become the cause of their "ultimate and true delightful- 
ness." This ultimate beauty Buskin regards as of two kinds, 
typical and vital. Typical beauty includes those qualities 
in material things which are types of "divine attributes"; 
vital beauty is "the appearance of felicitous fulfilment of 
function in living things, more especially of the joyful and 



>*IV:48. Ruskin regarded this "moral" aspect of beauty as Its central 
feature. He not only distinguishes It from pure perception, but from pure 
Intellection as well. It is not intellectual because it does not involve, at 
the Instant of Its operation, the analytic powers of reason nor the com- 
bining powers of the imagination. Contrasted with these, it is passive. 
It is Wordsworth's "wise passiveness". In its highest operation it is a 
kind of spiritual clairvoyance that sees "into the heart of things". 
Ruskin at this point is a thorough Wordsworthlan. The lines, — 
"In such high hour 

Of visitation from the livhig God, 

Thought was not" (Bwcuraion, I: 218-215). 
or. 

"That serene and blessed mood. 

In which the affections gently lead us on, — 

Until, the breath of this corporeal frame. 

And even the motion of our human blood 

Almost suspended, we are laid asleep 

In body, and become a living soul : 

While with an eye made quiet by the power 

Of harmony, and the deep power of Joy, 

We see Into the life of things." (Tintem Abbey), 
accurately describe the "theoretic" activity. "In French the word 'aesthetic* 
has quite the same sense that Ruskin gives to 'theoretic' ", says M. de la 
Sixeranne. 
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right exercise of perfect life in man."" Six qualities are 
named as types of this or that transcendental aspect : infinity, 
or type of divine incomprehensibility, — seen in luminous dis- 
tance, in curvature in lines, and in color-gradation; unity, 
or type of divine comprehensibility, — the appearance of con- 
nection in things, which are ** pleasant and right" and which 
''in the most determined sense of the word, are essential to 
the perfection of beauty in lines, colors, or forms;" *• repose, 
or type of divine permanence, — ** either a simple appearance 
of permanence and quietness, as in the massy forms of a 
mountain or rock, accompanied by the lulling effect of all 
mighty sight and sound, which all feel and none define, 
. . . or else . . . repose proper, the rest of things 
in which there is vitality or capability of motion actual or 
imagined;"** symmetry, or type of- divine justice, — ^*'the 
opposition of equal qualities to each other, . . . rather 
a mode of arrangement of qualities than a quality itself ;"•• 
purity, or type of divine energy, — the sense of ** vital and 
energetic connection among the particles" of matter, as con- 
trasted with the foulness that is ** essentially connected witii 
dissolution and death;" ** modercUion, or type of divine gov- 
ernment by law, — ^''an undercurrent of constantly agreeable 
feeling, excited by the appearance in material things of self- 
restrained liberty," — the presence of pained and cramped 
restraint in objects, on the one hand, or of violence and 
extravagance, on the other, being destructive of beauty, and 
"giving rise to that which in color we call glaring, in form 
inelegant, in motion ungraceful, in language coarse, in 
thought undisciplined, in all unchastened. ' ' *' Moderation 
is thus the most essential of these qualities, and **the girdle 
and safeguard of all the rest." Of vital beauty, Ruskin 
distinguishes two kinds. First, is ** relative vital beauty," 
or the pleasure afforded by every organic form, arising *Mn 



>»IV:64. 

"IV:94. 

"IV:114. 

••IV:126. 

wrV:182. 

"IV:1S9. 
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proportion to its appearance of healthy vital energy/' — 
those forms being, in this regard, ''most beautiful which 
exhibit most of power, and seem capable of most quick and 
joyous sensation/' and are, in short, most noble in their 
functions.*' Second, is ** generic vital beauty,'' or those im- 
pressions of beauty connected **with more or less perfect 
fulfilment of the appointed function by different individuals 
of the same species."*^ Every living thing belongs to its 
species and is conceived as approaching in greater or less 
degree than other members of the same species to that perfect 
form which is the imagined ideal of the entire class ; it gains 
or loses in beauty according as it rises towards or falls away 
from this central standard.** The analysis of vital beauty 
is terminated with a chapter of brilliantly suggestive but 
inconclusive remarks on the evidence of this quality in man, 
as the highest expression of organic life. 

Such, then, in its barest outlines is Ruskin's theory of 
beauty. If we look now at the principles involved, whether 
psychological or philosophical, we shall find them few indeed, 
and implying a severely *'commonsense" view of the world; 
for Buskin was inclined to look with contempt upon the 
pretensions of philosophers of art with their dry jargon of 
abstract vocables and the jugglery of the plain facts of ex- 
perience. His naturalistic English mind, he says, could not 
tolerate the extravagance of German idealism. In its 
straightforward acceptance of both the ** objective" and ** sub- 
jective" elements involved, his theory is indeed characteris- 
tically British. The perception of beauty is regarded as in- 
stinctive or intuitive; man finds by experience that some 
things are agreeable and that others are not. He is so 



"There are Infinite gradations of beauty here (the pleasure afforded 
being "relative" to the •Vitality" displayed). — "from the Innoenetrable 
hide and slow movement of the elephant and rhinoceros, from the foul 
occupation of the vulture, from the earthy struggling of the worm, to 
the brilliancy of the moth, the buoyancy of the bird, the swiftness of the 
fawn and the horse, the fair and kingly sensibility of man" (IV:155). 

«IV:16S. 

» Ruskln Is here under the Influence of Plato. HU realism Is platonic : 
he talks about the "perfect idea of dove, tiger, or scorpion", and about 
"ideality" in vegetables, flowers, trees, and rocks. 
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created!^* Beauty is a sensation and as such it is of course 
purely subjectiye, differing in different individuals according 
to circumstances of health, cultivation, and natural gifts. 
Light is not ''light" until the ray falls upon a retina, human 
or animal. "The 'fiat lux' of creation is, therefore, in the 
deep sense of it, 'fiat anima,' . . . the change of that 
blind vibration into the glory of Sun and Moon for human 
eyes. The leaf hears no murmur in the wind to which it 
waves on the branches, nor can the day discern the vibration 
by which it is thrilled into a ruby."^^ The responsive 
ecstasies of the human heart to this or that impression that 
comes to it from the outer world cannot be dissolved into 
mere "natural" forces. In the last analysis the instinctive 
sense of the individual is both supreme and inexplicable; 
his soul is the true birth-place of beauty. As an experimenter 
the artist will try out this or that fold of drapery for his 
statue, and he must, — ^but it is his intuition that tells him 
when the effect is right: "this alone is art, and no science 
will ever enable you to do this, but the poetic and fabric 
instincts only." ^* But the philosopher and poet must not 
ignore a reciprocal dependence of the "subject" upon the 
"object." Buskin at this point is a strict empiricist and he 
would have agreed with Professor Santayana's definition of 
beauty as "pleasure regarded as the quality of a thing," in 
so far at least as the definition implies a clear recognition 
that the sense of beauty varies with the various qualities of 
objects.** He would have had no sympathy with the "ex- 
pressionist" theory of Croce, who makes the difference between 
one object and another, aesthetically considered, depend upon 
a difference in the individual's emotional state immediately 
preceding his experience of the object ; for he would promptly 
have asked. What causes the emotional difference? If a man 
feels beauty in the presence of a rose but not in the presence 
of a crumpled autumn leaf, it is partly because die rose 
possesses in itself a mysterious "power" which the leaf does 



«cf. XV:891. 

"XXII:194; XXXIV :27; cf. XXXrV:107. 

» XXII :219 ; cf. XII :500. 

"cf. V:202; XXXIV:27. 
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not. If the same man should be thrilled more by the rose 
than by a snnrise over Venice, he might truly be said to find, 
for the moment, the rose more beautiful far him, but he 
would not at all be warranted in saying, even at that moment, 
that it contained more ''objective elements" of beauty than 
the sunrise ; for the sound reason that by the common consent 
of mankind the sunrise is far richer in "potentialities" for 
beauty. 

And these "potentialities" may be ascertained and meas- 
ured. Here, it seemed to Buskin, was the only proper field 
for aesthetics, — a true "science of aspects" and a study of 
the values that constitute the raw material of art. "Nor is 
it even just," he says, "to speak of the love of beauty as in 
all respects unscientific; for there is a science of aspects of 
things, as well as of their nature; and it is as much a fact 
to be noted in their constitution, that they produce such and 
such effect upon the eye or heart (as, for instance, that minor 
scales of sound cause melancholy), as that they are made up 
of certain atoms or vibrations of matter."*® Buskin in fact 
showed intense and lifelong interest in the "physical" princi- 
ples of contemplative pleasure, so far as they might be de- 
termined by observation and experiment.'^ His own inquiries 
in this field are so scattered that the casual reader can have 
little idea of the wealth of material that was collected during 
many years of the most rapturous watching for "effects," 
from the shadings on a dove's neck or a serpent's scales to 
the coloring of Titian and Correggio. Buskin chanted the 
glory of color from volume to volume, but his enthusiasm is 
scientific as well as artistic: "every color or force of color," 
he says, "is a fixed thing, not dependent on sensation, but 
numerically representable with as much exactitude as a 
degree of heat by a thermometer* "•* Curvature too, he said, 



••V:887; cf. XX:207. 

» He was hhnself mainly Interested in the "physicar side, as regards the 
qualities of things, but he well appreciated the "physiolofficar' side also, 
or dependence of the sense of beauty upon the condition of the eye, the 
blood, or the bodily state in general. He thought the eftect of the pas- 
sions — anger, hate, etc. — upon the body offered a large field of inquiry, 
cf. XXVI :179; XX:202; XXXrV:110. 

« VI:50; cf. X:172; XX:166; VI:68-9. 
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has its laws, and he did pioneer work in the analysis of 
various orders of curves, **of the highest value," says Pro- 
fessor C. H. Moore, **to the student of beauty. "•» Had he 
devoted his entire energy to scientific aesthetics, he would 
have turned out brilliant results, for his sensibilities to color 
and form were extraordinarily acute, and his opportunities 
for observation exceptionally fortunate. 

But while science should describe and classify to the fullest 
possible extent these common sources of pleasure, the acquire- 
ment of a refined sense of beauty does not need to wait upon 
the subtle inquiries or demonstrations of the specialist For 
in either case, whether it be the pleasure of the aesthetician 
or that of the ordinary person, its original source is a natural 
liking or disliking, at once spontaneous and mysterious. Our 
bodily sensations, Ruskin says, ''are inexplicable; it being 
just as impossible, I think, to show, finally, why one succession 
of musical notes shall be lofty and pathetic, and such as 
might have been sung by Casella to Dante, and why another 
succession is base and ridiculous, and would be fit only for 
the reasonably good ear of Bottom, as to explain why we like 
sweetness, and dislike bitterness.'*" All that we know with 
respect to these sensations is that we are bom with *'a power 
of preference, '* a fact to Ruskin of quite infinite significance. 
"This law of preference in your hearts,'* more wonderful 
than the laws of matter, **i8 the true essence of your being,'* 
he says, **and the consciousness of that law is a more positive 
existence than any dependent on the coherence or forms of 
matter."'" Totally wanting, it may be, in some, totally de- 
stroyed in others, existing in all degrees and intensities in 
different persons, the power of preference in a normal mind 



»cf. VI:S21-828; XI :8; XV:178. Mention should be made alao of his 
extended analysis of mountain and rock forms, of twlss, leaves, magni- 
tudes, etc. Ruskin's range of interest was unbounded. His first pub- 
lished prose was an Inquiry on the causes of the color of the water of the 
Rhine, — printed when he was fifteen! 

••XV:206. 

"XX: 268. Ruskin distinerulshes between two kinds of sensations and 
preferences: "over immediate impressions and immediate preferences we 
have no power, but over ultimate impressions, and especially ultimate 
preferences, we have" (4:63). 
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is capable of indefinite growth and refinement by the ' ' exercise 
of attention through certain prolonged periods," until at 
last the individual so exercising it comes to be a person of 
taste. The judgments of this disciplined sense of beauty 
tend from diversity to unity, so that there is at last established 
in the realm of the beautiful a body of preferences or 
' * standards, ' ' upheld from age to age by the general consent of 
the competent.'* ** Astonishingly simple and commonsense!'' 
the reader will exclaim. There is in truth nothing here 
either subtle or esoteric, for to Buskin the sense of beauty, 
like the sense of duty, was a force to be trusted with complete 
confidence ; and if faithfully followed it would lead from joy 
to joy, in ever widening circles of experience, until its happy 
possessor should habitually look upon the visible universe with 
eyes of wonder and heart of love.*^ 

But a theory of the beautiful such as this, critics have said, 
is sentimental and fantastic. It is so much preoccupied with 
religion that religion for Ruskin is **the only legitimate con- 
tent of art".'* Aesthetics and ethics welter together in inex- 
tricable confusion, they say, and what was announced as a so- 
ber statement of the laws of taste turns out to be only a long 
sermon on piety and conduct. But to say this is to grossly 
misrepresent Ruskin, since it claims for his principles of 
beauty an identity with those of morals and religion, as 
commonly understood, which he repeatedly denied. All of 
his writings, it is true, are strewn with texts and verses from 
the scriptures, and a chapter that begins with an illuminat- 
ing comment on color-values is likely to be concluded with a 



**"If, therefore. I speak dictatorially. and say this is base or de^aded 
or uerly. I mean only that I believe men of the longest experience in the 
matter would either think It so. or would be prevented from thinkinK so 
only by some morbid conditions of their minds" (IX:254). cf. IX:62n; 
XXVI :166: XIX:22S; XX:34. 

* Again Ruskin is Wordsworthian : cf. 

••The primal duties shine aloft — like stars: 



No mjrstery is here!" {Excursion, IX:289, 244) 
Ruskin's repeated advice to young artists illustrates the simplicity of his 
view. "Trust your instincts, when in a calm and healthy state", he said 
to them. "Watch for everything, look carefully for everything in nature 
that is beautiful" (Xn:602). cf. VI:827. 
» Carrltt. Theory of Beauty, 108. 
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discursive exegesis of some biblical passage. The second 
volume of Modem Painters, in particular, has many a sen- 
tence which, as Ruskin irritably confessed in later years, is 
''offensively aggressive in its pietism'' and blazes up too much 
in ''evangelical bursts of flame." These things are offenses, 
and they can never be anything else. But the essence of 
Buskin's theory of beauty is religious only in the sense that 
the aesthetic philosophy of Plato, Spenser, Wordsworth, and 
Shelley is religious. He did say that the sense of beauty in 
its fidness, as he understood it, is ''summed in the text — 
'Happy are the pure in heart, for they shall see (Jod* ", but 
he denied that he meant the phrase to be taken in any theo- 
logical or doctrinal sense whatsoever, but only as implying a 
healthy, happy, and vital state of mind as necessary to the 
perception of loveliness, — ^a state of mind that in the noblest 
natures rises at last to reverent recognition of an indwelling 
spirit as the final source of beauty .•• To believe this is not 
to believe that religion is the basis of beauty, but rather that 
beauty is one basis of religion, a conclusion reached by an in- 
numerable company of joyous souls from Plato to Emerson. 
Rightly understood, again, Ruskin 's ethics turns out to be 
the farthest removed from a code of morals. "The essential 
idea of real virtue," he says, "is that of a vital human 
strength, which instinctively, constantly, and without motive, 
does what is right. "*• A healthy human being, obeying with 
utter sincerity, from choice to choice, the spontaneous im- 
pulses that well up within him, was for Ruskin expressing a 
spiritual force that at its fountain head was not to be distin- 
guished as purely ethical or aesthetic, but was in fact to be 
considered either by turns, according as it manifested itself 
in action or in contemplation. This force, the true revelation, 
of personality, the guiding principle of the creative imagina- 
tion, is love. And if Ruskin regards this impulse of love as 
the comer-stone of his whole edifice and calls it moral, he 
means by "moral" no more and no less than does Shelly when 
he says : ' ' The great secret of morals is love ; or a going out of 



»IV:4, 6. 
««XVin:801. 
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our nature, and an identification of ourselves with the beau- 
tiful which exists in thought, action, or person, not our own." 
To assert this, as Professor Shawcross points out, is a very 
different thing from asserting that the immediate motive 
which guides the artist's pen or pencil **is the edification of 
his fellow men"." The center and circumference of all the 
ethics and all the religion that Buskin ever considered essen- 
tial to his theory of beauty, — ^**the whole idea of my essay", 
is summed up in the "great sentence" of Aristotle: ''perfect 
happiness is some sort of energy of Contemplation, for all the 
life of the gods is (therein) glad; and that of men, glad in 
the degree in which some likeness to the gods in this energy 
belongs to them".** 

The vulnerable places in the theory are elsewhere. The 
systematic analysis of beauty into ''typical" and "vital", as 
outlined in the preceding pages, is arbitrary and illogical, 
and admittedly incomplete. Physical and mental character- 
istics are not sharply discriminated; "infinity" and "unity" 
are coordinated with "repose" and "moderation", while 
"symmetry" is rather, as Ruskin says, a mode of arrange- 
ment than a quality of things. The "types" of beauty, like 
the "lamps" of architecture, might have been extended in- 
definitely •*■ Discussions of sublimity and color are promised, 
but the promise is unfulfilled, or only carried out in a random 
and fragmentary way in subsequent volumes. Subjects, like 
proportion, which ought to have been given separate chapters, 
are briefiy touched upon in a few sentences. Ruskin freely 
admitted the incompleteness of his scheme, as well as the 
"doubtful and tentative" nature of his analysis. "I have re- 
peated again and again," he says, "that the ideas of beauty 
are instinctive, and that it is only upon consideration, and even 
then in a doubtful and disputable way, that they appear in 
their typical character. Neither do I intend at all to insist 



«'SheUey'8 LUerary tmd PhUo9opMoia OHtioitm, intra xxix. There 
are many and IntereetlnK correspondences between Ruskin's and Shelley's 
theories. 

«IV:7. 

*» Various other "types" are suggested here and there, — color and mist 
and mountain forms, for examples, cf. VH:417; VI:89. and 418-425. 

19 
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upon the particular meaning which they appear to myself to 
bear, but merely on their actual and demonstrable agreeable- 
ness".** While these imperfections are serious, they do not 
affect the validity of the few essential doctrines that Rustdn 
regarded as of most importance. A more serious defect in 
the whole account is to be seen on another side. The theory 
rests for its source of information, for its illustrations, and 
for the building-up of its analysis, almost exclusively upon 
natural phenomena and the graphic arts — painting, sculp- 
ture, architecture, — ^which draw most freely upon the exter- 
nal world for their material. Tones and words, as well as 
the varied complicated structures of music and poetry, should 
have an equal place with colors and forms in the general 
scheme, and would of course furnish their own special prob- 
lems, which Ruskin has left practically untouched.^ 

Nor was he always consistent and clear in his statements 
with respect to the dependence of beauty upon truth, and the 
relation of beauty to ugliness, matters of the utmost conse- 
quence in any thorough-going analysis of the sense of beauty. 
Ruskin 's ideas grew and expanded in all directions through a 
lifetime of devotion to art, and notably in the field of graphic 
arts his insight and his information were alike extraordinary, 
but he never succeeded in reducing his facts and impressions 
to a connected account, interrelated in all the parts. Indeed 
he was temperamentally unfit for such a task. In some of 
his earliest work, particularly in Seven Lamps of Architec- 
ture and in the first volume of Modem Painters, he makes 
sweeping assertions regarding the relation of beauty to truth 
which the reader finds contradicted or qualified again and 
again in later volumes. ''Nothing can be beautiful which is 
not true," he says; **nor was there ever yet one conception 



••IV:87; cf. IV:76, 91, IIS. 

^Ru8kln*8 restriction of beauty to "sensible" experience, however, ss 
opposed to "conceptual" is, I think, to be understood as applylns to all 
forms of art He refuses to apply the notion of "beauty" to the splendor 
of a discovery, the fitness ("constructive" or "mechanical") of a propor- 
tion, the coherence of a chain of reasoning, or the power of bestowing 
pleasure which objects receive from association (IV:64). 
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of the human mind beautiful, but as it was based on truth. ''^ 
Categorical statements such as these taken by themselyes, in 
the sense in which 'Hruth" is here understood, — ^fidelity to na- 
tural fact, — are false. In the wider sense in which Ruskin 
intended them to be understood, however, they are largely 
true. The rule in representative art of the first class, he says, 
(for he means painting and sculpture chiefly) is that the rep- 
resentation shall be made to look to the utmost of its power 
as like the thing represented as possible.^^ Beauty cannot 
grow out of falsehood; if a thing pretends to be what it is 
not, it is a lie, and a lie is ugly.** The noblest art grows out 
of reality. It presents what the artist has seen, whether 
angels or landscapes. Should he seek beauty at the expense 
of truth, he does so at his peril ; for if he b^i^ by neglecting 
truth, he is likely to end either by sacrificing beauty alto- 
gether or by exalting its less noble expressions, as was the 
case in the debased extravagance of later Benaissance artists. 
Naiads and fairies may furnish innocent play and refresh- 
ment to the wearied mind, but when they become the staple of 
art, art thereby loses its place of distinction. In his main 
contentions, then, Ruskin was consistent, if he was not always 
clear. No article in his artistic faith was more tenaciously 
held or more frequently preached than this doctrine of the 
dependence of beauty upon truth. The love of truth was for 



*in:108, 648. The converse of the first of these statements — all that 
is true is beautiful — Ruskin of course denied : "a picture may be fright- 
fully ugly, which represents with fidelity some base circumstance of 
daily life ; and a painted window may be exquisitely beautiful, which rep- 
resents men with eairles' faces, and dogs with blue heads and crimson 
taHs" (V:66n). 

^ XIX: 411. "We have seen that sculpture is to be a true representation 
of true internal form. Much more is it to be a representation of true in- 
ternal emotion. You must carve only what you yourself see as you see 
it; but, much more, you must carve only what you yourself feel, as you 
feel it" (XX: 292). "We lay it down for a first principle that our graphic 
art, whether painting or sculpture, is to produce something which shall 
look as like Nature as possible. But we must go one step farther, and 
say, that it is to produce what shall look like Nature to people who know 
what Nature is like" (XX:288). 

^ It should be understood that this applies to representative art of the 
highest rank. "Secondary work in pots, and pans, and floors, and car- 
pets, and shawls, and architectural ornament" ought "to be unlike reality, 
and to depend for its charm on quite other qualities than Imitative ones" 
(XIX:411). 
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him the primal energy of the artist, — a creed in the highest 
degree sound and noble.^* At times, moreover, Buskin seems 
to haye thought that every fact in nature, rightly seen, was 
lovely* Like Schopenhauer he was inclined to believe that to 
the eyes of genius all things are pleasing. There is scarcely 
anything in nature like deformity, he says: ** every truth of 
nature is more or less beautiful ... the ugliest objects 
contain some element of beauty". Where these assertions 
and others like them are not inspired by an over-enthusiastic 
effort to defend Turner from the charge of untruth, they are 
suggestions of an intuitive faith that all nature is an expres- 
sion of harmony and law, and therefore beautiful. But what- 
ever this vision of the larger order may have been in moments 
of ecstasy, in ordinary hours Ruskin's faith and practice were 
like those of his fellows, who knew that if nature be constantly 
beautiful she does not reveal her beauty constantly. Beauty 
and ugliness, like pleasure and pain, exist side by side in the 
world of aspects, in all degrees and proportions, each modified 
by the presence of the other. ''All nature, especially human 
nature," Buskin says, **is not entirely melodious; but a barred 
and broken thing." In the great creations, both of nature 
and of art, ugliness is indeed a necessary foil to beauty ; for 
without it beauty might lose its vigor, its capacity to con- 
vince us that it is a living force and not a mechanical con- 
cretion of man-made elements. The gargoyle, leering down 
upon us from some far-away nook in the cathedral wall, the 
roll of the kettle-drum in the orchestra, alike seem to give 
impressiveness to what otherwise would possess neither maj- 
esty nor power. '*A white canvas cannot produce an effect 
of sunshine ; the painter must darken it in some places before 
he can make it look luminous in others ; nor can an uninter- 
rupted succession of beauty produce the true effect of beauty. 



^Cf. his words to young artists: "When you are fairly at the work, 
what is the motive then which tells upon every touch of It? If it is the 
love of that which your work represents— If. being a landscape painter. It 
Is love of hHls and trees that moves you— if, being a figure painter It is 
love of human beauty and human soul that moves you — if, being a flower 
or animal painter. It is love, and wonder, and delight in petal and Umb 
that move you, then the Spirit is upon you, and the earth is ^ours and 
the fulness thereor (XVI:291) cf. VI:80-47. 
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. . . Nature has for the most part mingl^ her inferior 
and noble elements as she mingles sunshine with shade, giving 
due use and influence to both. ' '"^ That beauty has most rich- 
ness and vitality, then, and so is best suited to the purposes 
of enduring art, which is founded upon truth and is set off in 
glowing light against a darker background.'^ 

Having made now these foregoing qualifications and deduc- 
tions, having admitted the contradictions, extravagances, and 
dogmatisms, — all of which have evoked the revilings of the 
critic, who reviles on one page and quotes with approval some 
brilliant Buskinism on the next, — Shaving made these allow- 
ances, we are left with an account of beauty not merely, as 
Sir Leslie Stephen has indifferently said, ''as good as others '^ 
but rather better than most, at least for the practical person 
who cares less for over-refined and too often empty meta- 
physical abstractions than he does for a commonsense and 
convincing description of our instinctive likings, of their es- 
sential nobleness, and of the way to cultivate them. For 
Ruskin's theory holds a middle position between the highly 
philosophical theories such as those of Eant, Hegel, and Croce, 
and the extreme impressionist views, of which Pater's is a 
refined example. He lived upon sensations and he valued 
them as the authentic echoes of a world beautiful beyond all 
description ; but he valued them even more because they con- 
veyed intimations, however dim and inconstant, of a life 
within, immanent, obedient to law, and probably personal. 
He would have agreed heartily with Pater that **to witness 
this spectacle (of life and nature) with appropriate emotions 
is the aim of all culture*'; but he would have attached to 
these emotions a significance far beyond anything that we 
may find in the conclusions of Pater regarding the aesthetic 
nature of man. Ruskin is the rhapsodist of beauty even 



■•V:57. 

•'There are numerous passaffes In Ruskin where he speaks of beauty 
and ugliness as poaitive qualities in things. As I have attempted to show. 
he did not really mean ••beauty" and ••ugliness", since these imply the 
perceiving mind. He did mean, however, that things have in them what 
I have called ••potentiaUties** for beauty or ugliness, and that these are 
measurable and codiflable into laws or canons of taste, cf. V:45. 6; 
ni:88n; XXy:2l8. 
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more than its, analyst. He belongs neither with the meta- 
physicians nor with the impressionists, but with the higher 
mystics, Plato and Dante, Spenser and Wordsworth, who rea- 
son indeed as far into reality as they may but who are yet 
unafraid to trust a joyous faith where eyes cannot see. 

If we ask for the sources of this passionate interpretation 
of beauty, we shall find that they spring mainly out of Rus- 
kin's own experience and scarcely at all from a study of other 
interpreters.^^ His teaching in fact is a vivid chapter 
of autobiography, a record of the best and happiest moments 
of a man extraordinarily endowed with a passion for beauty.^ 
In an early letter (1844) to a former tutor, he says that 
among the characteristics of his mind two are conspicuous: 
"its two great prevalent tendencies are to mystery in what it 
contemplates and analysis in what it studies".** The ac- 
curacy of this self -estimate is borne out not only in the books 
and drawings that Buskin published in his lifetime, but in 
the wealth of note-books, sketches, and biographical material 
that has appeared since his death. Readers of Praeterita 
know with what fulness and charm he has described the for- 
tunate early years of his life and what a record it is of those 
influences best calculated to awaken and cultivate the sense 
of beauty: — ^the early reading, the sketching, the wonderful 
touring by coach over England, Scotland, Wales, and the 



** I regret that I cannot enter here into a discussion of the relations of 
Ruskin to others In this matter. He read little from authorities: 
"Bhrery one who glanced at the bookcases In the study or hall at Brant- 
wood/' sasrs Cook, "was struck by the comparative paucity of books on 
art" (XXXIV :698). Obviously his theory owes much to Plato, something 
to Aristotle, and a little to Burke, Reynolds, and Alison,— chiefly by way of 
antagonism and contradiction, however. Ruskin hardly read the G^ermans 
at all. I can find no evidence that he had read a line of Kant or Hegel. 
He makes two references to Schiller (the Lettev upon the Aeethetio Cul- 
ture of Man, translated Into English In 1845), and one to Wlnckelmann 
In thirty-seven volumes ! There Is no reference to Liessing, though I sup- 
pose that Ruskin had read him. And yet, curiously, Ruskin's influence 
in Oermany has been very great Bngel refers to him as "the Bngtlsh- 
man's Wlnckelmann and Lessing in one", and Sleper says that "in the 
last twenty years (L e. from 1910 backward) Ruskin and William Morris 
more than any other Englishmen had influenced Qerman thought" 
(XXXVIII :xxll). 

"Ruskin's mission in life, he used to say, "was to teach people to 
flee" (I: soexIz). 

M III :666. 
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Continent, enriching him with sights and experiences such as 
prompted him in after years to compare his own boyish rap- 
tures with those of Wordsworth. Remembering these sources 
of his strength at a later day, he said of Modem Painters that 
** every argument, and every sentiment in that book, was 
founded on the personal experience of the beauty and blessing 
of nature, all spring and summer long".^ He stood in the 
presence of beauty, not with the eyes of the ordinary observer, 
but with a physical thirst for form and color intense almost 
beyond parallel ''The habit of fixed attention with both 
eyes and mind,'' he said, was the ''main faculty" of his 
life/* He took with him when he first went to the mountains 
a "cyanometer" for the study of color-gradation, and during 
his life he spent, he says "literally thousands of days" sketch- 
ing in the open. "Out of a somewhat busy life", he had 
passed "eleven summers and two winters in researches among 
the Alps, directed solely to the question of their external 
form and its mechanical causes ".^^ An interest, in other 
words, which was kindled in youth, burned undiminished 
through life. "When I was a boy of twelve years old," he 
says in an Oxford lecture, "I saw Nature with Turner's eyes; 
and I should never have asked permission to resume the 
guidance of your schools, unless now, at sixty-four, I saw the 
same hues in heaven and earth as when I walked a child by 
my mother's side", — a statement whose truth is confirmed in 
a multitude of exquisite word-pictures written in the- latest 
years of his authorship.** 

Ruskin's emotion in the presence of beauty, however, was 
not physical only, but "theoretic" also. There was, as he has 
said, that other tendency of hfs mind "to mystery in what it 
contemplated." The "theoria", or contemplative rapture, — 
that central thing in his account of beauty, — ^was a personal 
experience ; for to him, as to Wordsworth, the world was ap- 



»XXXIV:78. 

«« Ruskin's comments on his physical delight in beauty are numerous, 
cf. X:xxv; XXXIV :S42; 111:667. 

^ XXVI: 648. Ruskin of course did an enormous amount of drawing for 
memoranda only: architectural details, pictures, frescoes, as well as 
natural forms. 

■XXXm:887. 
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parelled in celestial light. In mountain solitudes his soul 
was elevated to a solemn ecstasy such as could find expression 
only in adoration or prayer: not a ''definite religious senti- 
ment '^ but ''a continual perception of Sanctity in the whole 
of nature, from the slightest thing to the vastest, such as we 
sometimes imagine to indicate the presence of a disembodied 
spirit. I could only feel this perfectly when I was alone; 
and then it would often make me shiver from head to foot with 
the joy and fear of it". The hills rebuked his faults and 
weaknesses, and communicated an influence inconsistent ''with 
every evil feeling, with spite, anger, covetousness, discontent, 
and every other hateful passion".** This magical effect of 
beauty, the reward of patient vigil, was felt by Ruskin not 
alone in the presence of nature, but also in the presence of 
great art Turner, Fra Angelico, Tintoret, Botticelli, and 
Carpaccio, each in turn, "crushed" him with a sense of their 
splendor and power. "It is this mystic secrecy of beauty 
which is the seal of the highest art," he said, writing from 
Italy, "which only opens itself to close observation and long 
study. I have been ten years learning to understand Turner 
— ^I shall be as many more before I can understand Raphael; 
but I can feel it a little in all first-rate works. The Apollo 
never strikes at first, nor the Venus ; but hour by hour, and 
day by day, the mystery of the beauty blushes like life into 
the limbs as you gaze ; and you are drawn back and back for 
ever — ^to see more — ^to feel that you know less".** If it be 
said that these words, written from Naples at the age of 
twenty-one, express only the undisciplined rapture of youth, 
what shall we say of those others with which Ruskin, in the 
autumn of 1888, concluded the Epilogue to his last edition of 
Modem Painters t — ^"And now, in writing beneath the cloud- 
less peace of the snows of Chamouni, what must be the really 
final words of the book which their beauty inspired and their 
strength guided, I am able, with yet happier and calmer heart 
than ever heretofore, to enforce its simplest assurance of 
Faith, that the knowledge of what is beautiful leads on, and 



"V:867. 
••1:448. 
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is the first step, to the knowledge of the things which are 
lovely and of good report; and that the laws, the life, and 
the joy of beauty in the material world of Qod, are as eternal 
and sacred part of His creation as, in the world of spirits, 
virtue; and in the world of angels, praise".*^ 

The study of art for Ruskin was the cultivation of this 
feeling for the beautiful, as its creation was the expression of 
it; at this point art coincides with life. ''We no more live 
to know, than we live to eat," he said in one of his happiest 
paradoxes. *'We live to contemplate, enjoy, act, adore". 
Paradoxical as the statement appears, it goes to the heart of 
his teaching. If the end of life is contemplation (love, ad- 
miration), so too is contemplation the end of art Art as a 
means of interpreting life is invaluable; art as a substitute 
for life is worse than useless, — ^it is poisonous. Its appeal 
must therefore be immensely widened. It must not be con- 
fined to the galleries of the rich, where it too often ministers 
to the vanity of the few. Ruskin would democratize art ; he 
would bring within the reach of all who have a capacity for 
it the life of contemplation, the enjoyment of beauty. ''I 
am not engaged in selfish cxdtivation of critical acumen," he 
said, ''but in ardent endeavor to spread the love and knowl- 
edge of art among all classes ; and the love and knowledge I 
would communicate are not of technicalities and fancies of 
men, but of the universal system of nature — as interpreted 
and rendered stable by art".** He would not only widen the 
appeal of art, he would also expand its meaning and restore 
it to the old place of power which it occupied in the social life 
of the middle ages. A man's work in a rightly ordered so- 
ciety should be his art. It must yield him a livelihood, but it 
must also yield him a happy life ; and it cannot do this unless 
the art-motive in some degree enters into every form of human 
effort, from painting to the making of horseshoes.** Society 
must find "in the laws which regulate the finest industries 
the clue to the laws which regulate aU industries".** 



•>vn:4«4. 
«>ni:«6. 

«cf. XI:xfac;XVI:J»4; XXVn:18«; XX:xllll. 
••XX:8». 
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But the enjoyment and creation of art, as understood in 
this wider sense and as intended for all, depend upon a beau- 
tiful environment and a sound life, both individual and na- 
tional ''The beginning of all ideal art must be for us,^' 
Buskin declared, ''in the realistic art of bestowing health and 
happiness. The first schools of beauty must be the streets 
of your cities and the chief of our fair designs must be to 
keep the living creatures round us clean, and in human com- 
fort ' '.•• But what did this enchanted worshipper of the beau- 
tiful see around him, when in middle life he began to study 
the aspects of men and cities, as before he had studied the 
appearances of clouds and skyf He saw that however elo- 
quently the heavens might declare the glory of God, the 
dwelling-places of his people were subject to another domin- 
ion. It was therefore idle to preach beauty to a world every 
day becoming more ugly. It was futile to teach the depend- 
ence of art upon sound life, when society was rushing madly 
into a vortex of frivolities and dissipations. "You cannot 
have a landscape by Turner without a country for him to 
paint ; you cannot have a portrait by Titian, without a man 
to be portrayed," he said. What Ruskin saw in the mid- 
decades of the nineteenth century was the giant advance of 
the new industrialism across the face of the land, treading 
down the older order and leaving in its horrid path wreck 
and confusion, grime and squalor and noise. He saw mills 
and shops and tenements springing up on all sides, and 
swarming with an army of unhappy toilers, — a dirty, over- 
worked, underpaid, and unlovely multitude. He saw, finally, 
modem labor degrading men into machines, dividing them 
''into mere segments of men" and into ''cogs and compasses 
of themselves". And so with a sense of indignation that 
"burned in him continually", with a discontent that he 
likened to the discontent of Virgil and Dante, he began to 
write of the curses of luxury and deforming mechanism, and 
of "the want of integrity and simplicity in modem life" in 
which people substituted "mechanism for skill, photograph 
for picture, cast iron for sculpture". To the stricken gen- 



••XIX:214. 
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erations of his day he preached the gospel of joy in labor. 
If it was true, he said, that thought coxdd be made healthy 
only by labor, it was no less true that labor could be made 
happy only by thought: **life without industry is guilt, and 
industry without art is brutality''. Buskin's passion for 
social justice thus sprang from his craving for contemplative 
satisfaction.*^ It was his mission in life now, as in the rap- 
turous times of 1845, to point his fellow men to the light which 
had been a guide to him from youth to age, the light of 
beauty, constant and eternal. 



«*cf. Vernon Lee: North AmeriocHi Review, 177:€86. 
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AN AMERICAN'S INFLUENCE ON JOHN EUSKIN 
William F. De Moss 

Every one knows of the more than forty years of intimate 
friendship between Professor Charles Eliot Norton, of Har- 
vard University, and John Ruskin. Every one knows also 
that Ruskin 's influence on Norton was great. Not every 
one knows of the remarkable influence which Norton exerted 
on Ruskin. It is the latter subject that I propose to dis- 
cuss. 

At the outset, an excerpt from Ruskin 's well known trib- 
ute to Norton is worth quoting. In Praeterita Ruskin de- 
scribes the beginning, in 1856, of his friendship with Norton, 
and adds: 

And thus I became possessed of my second friend, after Dr. John 
Brown; and of my first real tutor, Charles Eliot Norton. Charles 
himself, a man of the highest natural gifts, in their kind; observ- 
ant and critical rather than imaginative, but with an all-pervading 
sympathy and sensibility, absolutely free from envy, ambition, or 
covetousness: a scholar from his cradle, nor only now a man of 
the world, but a gentleman of the world, whom the highest bom 
and best bred of every nation, from the Red Indian to the White 
Austrian, would recognize in a moment, as of their caste. 

In every branch of classical knowledge he was my superior; knew 
old English writers better than I, — ^much more, old French; and had 
active fellowship and close friendship with the then reaUy progres- 
sive leaders of thought in his own country, Longfellow, Lowell, and 
Emerson ... 

Norton saw all my weaknesses, measured all my narrownesses, 
and firom the first took serenely, and as it seemed of necessity, a 
kind of paternal authority over me, and a right of guidance,— though 
the younger of the two,— and always admitting my full power in 
its own kind; nor only admitting, but in the prettiest way praising 
and stimulating. It was almost impossible for him to speak to any 
one he cared for, without some side-flash of witty compliment; 
and to me, his infinitely varied and loving praise became a constant 
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motive to exertion, and aid in effort: yet he never allowed in me 
the slightest violation of the law% either of good writing/ or social 
prudence, without instant blame, or warning. 

I was entirely conscious of his rectorial power, and affectionately 
submissive to it; so that he might have done anything with me, 
but for the unhappy difference in our innate, and unchangeable, 
political faiths. 

This passage is interesting no less because of its high 
estimate of Norton's culture and judgment than because of 
its direct testimony to his influence. Of the latter we have 
a direct corroboration. Norton spent several periods of his 
life in Europe; and he and Ruskin travelled together, studied 
together, and planned their work together. On November 
10, 1872, Norton, then spending the winter in London, wrote 
in his journal: 

Ruskin was never in a sweeter, less irrational mood than during 
these days. His reliance on me, his affection for me touch me 
deeply . . . 

At four o'clock I left Oxford, Ruskin with me till the last 
moment, and most devoted. '1 wonder,** he said, "why I always 
feel as if you were so much older than I, and so much wiser." 
"Good-bye, papa*' were his last words, "be sure to take care of 
yourself."* 

As a fact, the extent to which Norton's judgment pre- 
vailed with Buskin is extraordinary. An instance of Nor- 
ton's influencing Buskin's opinions concerning one of the 
greatest painters is the following. In 1870, Norton was 
making his temporary home at Siena, and studying art. 
About the middle of June, Buskin joined him; and after 
spending a day or two at Florence, the two friends travelled 
together through Italy. Concerning the time spent at 
Florence, Norton wrote to Miss Gaskell : 

In Florence we went, among other places^ to the Academy, and I 
showed him [Ruskin] my favorite Pilippo Lippis.— -the little An- 
nunciation, and the Ck)ronation of the Virgin. He had had no spec- 
ial knowledge of Lippi, but had taken the common, Vasari story 
about him as true, had accepted Browning's vigorous but altogether 



^Letters of Charlea SHot Norton, I: 424. 
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mlfltaken delineation of him as exact, and had in short fancied him 
an immoral monk of some native power, turned painter.' 

If we needed it, we have proof that Buskin had had no 
just appreciation of Lippi, in the fact that in his Stones of 
Venice* where he divides all artists into three classes— best, 
medium, and worst — and names the principal men of each 
class, he does not consider Lippi important enough to be 
mentioned at all ; and in the further fact that prior to 1870 
he had mentioned Lippi but a few times, and then only to 
criticize him adversely, as where he uses his pictures as il- 
lustrations of ''the degrading effect of the realized decora- 
tions and imitated dress. ''^ But we do not need such proof. 
If Norton's statement required any confirmation, we have 
it in Buskin's own words. In writing to Mrs. Cowper 
Temple concerning the time that he and Norton spent to- 
gether at Florence, Buskin said : 

I have learned much on this Journey, and hope to teU things in 
the autumn at Oxford that will be of great use, having found 9l- 
Master of the religious schools at Florence, FiUppo Lippi, new to 
me, though often seen by me, without seeing, in old times, though 
I had eyes even then for some sights. But this Filippo Ldppi has 
brought me into a new world, being a complete monk, yet an en- 
tirely noble painter. Luini is lovely, but not monkish. Lippi is an 
Angelico with Luini's strength, or perhaps more, only of earlier 
date, and with less knowledge. 

Buskin had already written his mother concerning his 
new insight into Lippi 's works. His letter to her is as fol- 
lows: 

My dearest Mother, — ^Yesterday on St. John's day I saw a picture 
of the religious schools by a man whom I never before had much 
looked at, which is as much beyond aU other religious painting as 
Tintoret is above all secular painting. Curiously enough, St John 
Baptist is also the principal figure in it, and I am really beginning. 



•Letters of Charlea BUot Norton, I: 894. 

• The Works of John Rushin, London, 1904, X: 221-229. Cook A Wed- 
derbam'8 edition. 

* Modem Painters, (New York. 1868), H: 216. See also The Works of 
John RusMn, (London, 1904), IV: 189, n., and V: 896. 
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for the first time. in my life, tQ be glad that my name l8 John. 
Many thanks for giving it me. 

It is clear, not only from this but also from numerous other 
references, that the picture here described is Lippi's Corona- 
tion of the Virgin, one of the paintings which Norton showed 
Ruskin at Florence — one of the two which Norton described 
as ''my favorite Filippo Lippis".* 

In a letter to his wife, written from Prato, whither the two 
friends went soon after leaving Florence, Norton sIjlowb that 
he and Buskin were still enjoying Lippi together. He writes : 

I have hardly words to express my admiration ot Filippo Lippi's 
frescoes in the choir. You must see them next autumn ... I 
left Ruskin in the ch<^ about to draw a noble and refined head of 
Lippi himself.* 

A few years later, in his Mornings in Florence, Ruskin 
recorded the following estimate of Lippi : 

AU Florentine work of the finest kind — Luca deUa Robbia's, Ghi- 
berti's* DonateUo's, Filippo Lippi's, Botticelli's, Fiu Angelico's— is 
absolutely pure Etruscan.* 

About the same time, in a catalogue for the use of Oxford 
students and visitors, Ruskin wrote of Lippi as follows : — 

97. The Annunciation. Filippo Lippi. From a small tempera 
painting in the Academy at Florence .... 

98. The Natiyity» from a picture by Filippo Lippi, in the Acad- 
emy at Florence. 

These two examples, unimportant as they seem, will, neverthe- 
less, give you a clear idea of the best religious work of Florence, 
and, therefore, of Europe, and if you quietly and repeatedly com- 
pare them with designs by any other masters, you will find their 



* Cook quotes the first of these two letters of Ruskin's in his Lif9 of Rus- 
Mil, II r 206, but without any thought of connecting it with Norton. The 
letter is also quoted in The Work9 of John RuaMn, London, 1904, XX: 
lii. For Ruskin's letter to his mother, see Worl», XX: liiL 

It happens that these two letters of Ruskin's are dated a few days 
earUer than Norton's letter to Miss Oaskell; but the letters themselves 
show, beyond possibility of doubt, that they refer to the same time — ^the 
day or two which Norton and Ruskin spent together at Florence. 

•Letters of Oharlee Bliot Norton, I: 894. 

^The italics are mine. 
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beauty manifest itaelf aa unapproachable in its kind. Lippi is as 
sincere a monk as Fra Ang^co, and he is a much stronger 
painter.* 

These are, of coarse^ some of the Lippi paintings which 
Norton showed Ruskin at Florence. It will be noted that the 
first, the Annunciation, is one of the two which Norton de- 
scribed as ''my favorite Filippo Lippis", the companion to 
the Coronation of the Virgin. Thus Ruskin not only came 
to ag^ee with Norton about Lippi 's works in general, but 
even about Norton's "favorite Lippis" in particular. 

One of the most interesting examples of Norton's influence 
on Ruskin is the case of Ruskin 's heretical lecture on Michael 
Angelo. In 1870, as we have seen, Norton was in Italy study- 
ing art. From Florence, under date of March 31, he wrote 
Ruskin a letter* which expressed some of the most unorthodox 
opinions concerning Michael Angelo. Six months later Ruskin 
was working on his autumn course of Oxford lectures. He 
then thought enough of the Michael Angelo letter to write 
Norton of its helpfulness; and this despite the fact that a 
score of letters had passed between them in the meantime. 
He said : "A letter you sent me in March on Michael Angelo 
is of great value. "*• The influence of this letter of Norton's 
is seen unmistakably in one of the lectures of that year — ^the 
one on Michael Angelo, which was the last of the autumn 
course, and was not given until the succeeding summer. Com- 
pare the following excerpts from the letter and from this lec- 
ture. Michael Angelo 's inability to express himself: 

Norton's letter: Mainly I have been studying Dante and Michael 
Angelo . . . Michael seems to me one of the greatest and awh- 
ioardest of mankind. He never could express himself.^ Had be 
been able to do so he would have stood fairly and squarely by the 
side of Dante . . . 

Ruskin's lecture: Nearly every existing work of Michael Angelo 
is an attempt to execute something beyond his power.^ 



•Th9 Works of John Ru9kin, London, 1904, XXI: 124. 

• LetUra of Charles SUot Norton. 

^Letters of John Ruakki to OharUa Eliot Norton, Sept. 9, 1870. 

*• Throughout this compariaon, the italics are mine. 

"See Aratra Pentelioi, 1890, Lecture VII. 
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Michael Angelo's lack of taste: 

Norton's letter: There is no other artist so puzzling as this 
[Michael Angelo], — none with so much power oombined with «o 
little taste, 

Ruskin's lecture: If you have been a student of Michael Angelo 
chiefly, you may easily have vitiated your taste to the extent of 
thinking this ["bandages" on the heads of Michael Angelo's figures] 
is a dignified costume . . . 

The waves of hair in a single figure of Tintoret's (the Mary 
Magdalen of the Paradise) contain more intellectual design in 
themselves alone than all the folds of unseemly linen [drapery on 
Michael Angelo's figures] in the Sistine Chapel put together . . . 

Michael Angelo's coldness (lack of passion) : 

Norton's letter: There is no other artist so sensitive at once 
and so cold [as Michael Angelo]. 

Rusldn's lecture: In the Last Judgment of Michael Angelo, and 
the Last Judgment of Tintoret, it is the wrath of the Dies Irae, not 
its justice, in which they delight; and their only passionate thought 
of the coming of Christ in the clouds, is that all kindreds of the 
earth shall wail because of him . . . 

Note that in the following excerpt from Bnskin's lecture, 
Michael Angelo's failure to express himself, his coldness 
(lack of passion), and his bad taste are all shown: 

Tou have heard from your youth up (and all educated persons 
have heard for three centuries)^ of this Last Judgment of his 
[Michael Angelo], as the most sublime picture in existence. 

The subject of it is one which should certainly be interesting to 
you, in one of two ways. 

If you never expect to be judged for any of your own doings, 
and the tradition of the coming of Christ is to you as an idle tale — 
still, think what a wonderful tale it would be, were it toell told. 
Tou are at liberty, disbelieving it, to range the fields — ^Elysian and 
Tartarean — of all imagination. You may play with it, since it is 
false; and what a play would it not be, toeU torittenf Do you think 
the tragedy, or the miracle play, or the infinitely Divina Commedia 
of the Judgment of the astonished living who were dead — ^the unde- 
ceiving of the sight of every human soul, understanding in an in- 
stant all the shallow, and depth of past life and future,— face to 
t&ce with both, — and with Ood: — this apocalsrpse to all intellect, 
and completion to all pMsion, this minute and individual drama 
of the perfected history of separate spirits, and of their finally ac- 

20 
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compllshed affections!— think you, I say, all this was well told by 
mere heap* of dark bodieg curled and convuUed in 9pace, and /on 
at of a crowd from a icaffolding^ in writhed concretion* of mmcmh 
lar point .... 

An examination of his works shows that Buskin had never 
uttered these ideas previous to the date of Norton 'k letter. 
The striking nature of Norton's criticisms; the fact that 
Buskin had never made such criticisms, but repeated and 
elaborated them soon after receiving the letter ; and the fact 
that Buskin is known to have had a very high opinion of 
Norton's judgment on art — ^these facts, it seems to me, leave 
no doubt that the letter influenced the lecture. There are 
other criticisms in the letter — such as Michael Angelo's 
academicism, and his being greatly injured by the times in 
which he lived — ^which Buskin had previously made or sug- 
gested, but which, after receiving Norton's letter, he re- 
peated with tenfold greater energy. 

But this is not the end of Norton's influence on this lec- 
ture. In his preface to Araira Pentelici, in which the first 
six of this series of lectures were published. Buskin makes it 
plain that his published lectures are by no means identical 
with the spoken : 

The lectures have been amplified in arranging them for the press, 
and the portions of them trusted at the time to extempore deliv- 
ery .... have been in substance to the best of my power 
set down, and in what I said too imperfectly, completed . . . 

I shaU continue in future to make similar applications; rarely, 
indeed, permitting myself, in the lectures actually read before the 
University, to introduce subjects of instant, and therefore too ex- 
citing, interest; but completing the addreite* which I prepare for 
publication in these, and in any other particulars, which may ret^ 
der them more widely serviceable. 

This preface is dated six months earlier than the one to the 
lecture on Michael Angelo. The Michael Angelo lecture was 
delivered at Oxford in June, 1871. In July, Norton, who 
had remained until then in Italy studying art, and was just 
starting for home, wrote Buskin a long letter giving the re- 
sults of his study of Michael Angelo and Tintoret This let- 
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ter was full of the most striking opinions, practically every 
one of which appeared later in the published form of Rusk- 
in's lecture, but which Ruskin had never expressed before, 
unless in the oral lecture, which Norton had neither heard 
nor read a report of. One such opinion .was Norton's con- 
demnation of Tintoret's Last Judgment, and, by plain im- 
plication, of Michael Angelo's Last Judgment, which had 
hitherto been considered ''the most sublime picture in exist- 
ence. ''*• Others were Norton's contention that Michael An- 
gelo was inferior to Tintoret; that Michael Angelo was 
lacking in facility and imagination; and that his works 
are characterized by *'too strong expression" and **too 
strongly marked action" (the "violence of transitional ac- 
tion" of the lecture). Like Norton's first letter, this one 
contained some opinions which had been stated or hinted in 
Ruskin 's earlier works, — such as Michael Angelo's self -con- 
sciousness and vanity, — and which in the lecture were re- 
peated and made stronger than ever. As we do not know just 
what the spoken form of the lecture contained, we cannot 
be certain as to the influence of this second letter. One has 
his choice between believing in a staggering number of coin- 
cidences — ^in Norton's and Ruskin 's having worked out all 
these unusual conclusions at the same time independently — 
or believing that Norton's second letter, as well as the first, 
influenced Ruskin 's lecture. It could not have been that 
Ruskin gave Norton these new opinions; for Norton did not 
know that Ruskin held them, as is proved by the following 
letter from Ruskin relative to Norton's second Michael Angelo 
letter. Ruskin 's letter also shows that in the meantime he 
had written out the lecture and sent it to Norton : 

Demnark Hill, lOth August, 1871. 
My dearest Charles, — I have to thank you for your letter on 
Michael Angelo, but I think I must have missed one since, for I am 
nearly certain you must have written after reading my lecture to 
8ay that you were pleased at our feeling so exactly alike. 



"Und^r another point, excerpts are quoted above which show how 
the lecture condemned these pictures. See pp. 804 and SO 6. 
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Before leaving this point we should note that Norton had 
an opportunity to make the final revision of the lecture. As 
was the case with many of his books, Ruskin sent Norton the 
proof-sheets of the series of lectures to which the one on 
Michael Angelo belonged, asking for criticisms and sugges- 
tions. On November 6, 1871, he wrote : 

I shall send you the last revises of the Lectures as they are 
printed, so that any helpful oomment or caution may reach me so 
as to leave me yet a moment for repentance. 

In a letter written nine days later, Ruskin shows that the 
first sheets have been sent, and that the others will follow. 

Another striking instance of Norton's influence on Ruskin 
is the case of Giotto. In 1874, Norton was at Harvard teach- 
ing "the History of the Arts of Construction and Design and 
their Relation to Literature." On June 19th of this year, 
Ruskin, then at the Monastery of Assisi working on Giotto's 
Poverty, wrote him as follows : 

On the whole I am greatly disappointed with Giotto, on close 
study — and on the contrary, altogether amazed at the power <rf 
Cimabue ... At last I set myself on it [Cimabue's Madonna 
of the Scuola Greca] on a bright day and upset Giotto from his 
pedestal in a minute or two's close look. 

Two days later he wrote again concerning Giotto and 
Cimabue: 

You will comprehend in a moment what a new subject of investiga- 
tion this is to me, and the extraordinary range of unexpected in- 
terests and reversed ideas which it involves. Giotto is a mere 
domestic gossip compared to Cimabue. 

Now, Norton believed that Giotto was one of the greatest 
Italian painters that had ever lived; and this opinion he had 
formed only after long and careful study. On July 10, he 
replied to Ruskin 's two letters as follows: 

I have today your second letter from your cell in the monastery. 

Alas! poor Giotto. I cannot let him go. I believe in him still 
In spite of your words. But I rejoice that you have found Cima- 
bue for us ... . But Giotto,— -because Cimabue is great, he 
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is not little. Let us have two great instead of one. Have we not 
known that brave men lived before Agamemnon? 

I wish I were with you, that we might talk together. I will 
write soon again. 

On the 12th of August, Ruskin replied to this letter, writing 
from Lucca: 

Before going to bed must answer about Cimabue. Giotto is not 
dethroned — at least, not diminished — in his own real place, which is 
of human passion. In mystic and majestic thought, Cimabue leads 
wholly, and the Byzantines generally. Giotto and Taddeo Gaddi 
are loving realists of little things. The finest thing of Giotto's in 
Assisi is not the "Poverty" or "Chastity" but a little group of peo- 
ple in the street, looking at a boy who has Just been restored to life, 
after falling out of a three pair of stairs window. The Christ, St 
Francis, and Charity, are aU three total failures in the great 
Poverty fresco; and in the Charity, she herself and Fortitude are 
quite valueless; while Obedience in the opposite one is monstrous. 
But the sweetness of a monk reading on the grass while St Fran- 
cis receives the stigmata, and the sudden passion of a woman clap- 
ping her hands and thanking God for the boy brought to life, are 
more pure and exquisite than anything of the subsequent schools. 

Norton's answer to this is dated August 30: 

What you say of Giotto and Cimabue is of the greatest interest, 
and I am quite ready to believe in the deeper spiritual or mystic 
thought of the earlier painter. There was a distinct change in 
spirit in Italy in the thirteenth century, a decline in simplicity and 
purity and depth of feeling, and an increase in worldliness 
.... The reconciliation of the purity of youth with the 
potoer of maturity has never been achieved in life or art . . . . 
Italian architecture from 1150 to 1250 is certainly much nobler in 
design than that of the next century. It implied higher quaUties 
. of soul, but it lacks that quality of "mastery" which later build- 
ings display. It is more solemn, serious, religious, but it corre- 
sponds little to the varieties of human moods and experience. 

Two more short excerpts from Ruskin 's letters, relative to 
Cimabue and Giotto, are of interest: 

Lucca, Fbast of the Assumption. 
My dearest Charles, — 

I am writing my account of Giotto's "Poverty," for you, and for 
others who care for it. 
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LuooA, 2l8T Skpivmbbl 

.... I found your dear little note .... [Norton's 
omission, as editor] I had been writing in the morning a piece 
a little making amends to Giotto, as I hope yon will think, about 
four frescoes I have found, which nobody knows anything of, in a 
back cloister of Santa Maria Noyella .... [Norton's omis- 
sion, as editor]. 

The next year, in his Mornings in Florence, Ruskin records 
an estimate of Qiotto and Cimabue which shows that he has 
come to have the **two great instead of one," with the prefer- 
ence given to Qiotto : 

If there be one artist, more than another, whose work it is desir- 
able that you should examine in Florence, supposing that you care 
for old art at all, it is Giotto. You can see work of his at Assisi; 
but it is not likely you wiU stop there to any purpose. 

• • . • 

Cimabue— Etruscan born, gave, we saw, the life of the Norman 
to the tradition of the Greek: eager action to holy contemplation. 

And what more is left for his favorite shepherd boy Giotto to do, 
than this, except to paint with ever increasing skiU? We fancy 
he only surpasses Cimabue — eclipsed by greater brightness. 

He had in the meantime discussed Cimabue and Qiotto in a 
brilliant course of Oxford lectures on The Aesthetic and Math- 
ematic Schools of Florence, where he classed them as the 
aesthetic masters. 

In several ways, Norton exerted an extraordinary influ- 
ence on Ruskin 's work. For one thing, he prevented the 
publication of what would have been one of the most inter- 
esting books ever issued. To appreciate this fact, we need 
to recall something of the love of Ruskin and his art pupil, 
the beautiful and brilliant Irish girl, Rose La Touche. In 
the painful conflict between her love for him and what she 
conceived to be her religious duty, she alternately held out 
hope and withdrew it. Their unhappy love had much to do 
with Ruskin 's mental trouble, and with her mental disorder 
and early death. His letters to her were doubtless the most 
beautiful writings that ever came from his gifted pen. The 
brilliance and sweetness of hers may be seen from the two 
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or three which exist — ^from the following, for instance, one 
of the first, written when she was only thirteen : 

I got your letter Just as we were going out riding. So I could 
only give it one peep, and then tucked it into my riding-habit pocket 
and pinned it down, so that it could be talking to me while I was 
riding. I had to shut my mouth so tight when I met Mamma, for 
she would have taken it and read it if I'd told her, and it wouldn't 
have gone on riding with me. As it was, we ran rather a chance 
of me and pocket and letter and all being suddenly lodged in a 
stubble-field, for Swallow (that's Emily's animal that I always ride 
now) was in such tremendous spirits about having your handwrit- 
ing on his back that he took to kicking and Jumping in such a way, 
till I felt like a Stormy Petrel riding a great ware, so you may 
imagine I could not spare a hand to unpin my dear pocket, and 
had to wait in patience, till Swallow had done "flying, flying South", 
and we were safe home again. 

This remarkable correspondence continued for thirteen 
years after the date of this letter — ^until her death. While 
be lived, Buskin kept her letters to him, and his to her, in a 
rosewood box — except one, which he carried in his breast 
pocket, between plates of fine gold. After Buskin's death, 
Norton and Mrs. Severn, Buskin's cousin, took these letters 
to the garden and gave them to the flames. No one who 
knows Norton's feelings in such matters can doubt that, 
whatever the other literary executors may have done, he in- 
sisted on this step. The man who regretted that he had not 
destroyed Buskin's letters to him as he received them, to 
' prevent so intimate a friendship from being paraded before 
the world; who, when forced to publish the correspondence, 
struck out the passages in which Buskin had given him great- 
est praise and credit,^* and destroyed most of his own lettei*s 
to Buskin; and who protested bitterly against Proude's pub- 
lication of Carlyle's private correspondence and diaries — 
this man, characterized always by a deep reserve, felt that 
the love-letters of his dead friend were too sacred for pub- 
lication. 



^ It was wmiam James Who lint obMnred this (see his letter to Nor- 
ton in Letters of Charlea EUot Norton, II: 848) ; but it does not require 
a great psycholoflrtet to see It 
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But if we blame Norton for keeping this section of Buskin's 
writings from the world, we have him to thank for three of 
the most delightful volumes in the English language. After 
Buskin had had a nervous collapse, Norton, both for the sake 
of the book which would be produced, and because he felt 
that such occupation would be better for his friend than 
exciting social and political work, advised him to occupy 
his time with writing reminiscences of his own life. Auto- 
biographical sketches began to appear in Fors Clavigera.^^ 
Then Norton suggested that the autobiography be made into 
a separate book. This was undertaken. The work proved 
soothing to the jangled nerves of the great writer; and its 
product was — Praeterita. 

Finally, in 1890, Norton rendered Buskin a great service 
and exerted no small influence on his writings, by introducing 
his works into America. Previous to that time Buskin's 
books were issued here only in pirated editions. As Buskin 
laughingly said, ' ' They got themselves published in America. ' ' 
The result was that Buskin was robbed of the fruits of his 
labor, not only in this country, but also, to a considerable 
extent, at home, for large numbers of these pirated editions 
were smuggled into England. One American publisher, in- 
deed, Wiley of New York, offered Buskin a large sum of 
money, covering royalties on all past as well as on all future 
editions, provided Buskin would designate him as his only 
authorized American publisher. But Wiley made no arrange- 
ments to reproduce the books in Buskin's own style and un- 
der competent supervision, and Buskin refused to sanction 
the Wiley editions. In 1890, about the time of our inter- 
national copyright law, Norton undertook to supervise the 



» See In Letters of John RuaMn to Charles Bliot Norton Ruikin's leUer 
of September 11, 1868. It shows Ruskin, at this early date, promising 
Norton to write an autobiography. "Some day," he says, "but not now, 
I will set down a few things, bat the more you understand, the leas you 
will care for me," etc. 

See Collingwood's Life of RuaMn, II: 540. Collingwood's statement that 
Norton caused Ruskin to begin this autobiographical work, was read and 
approved by Ruskin's cousin, Mrs. Severn, who lived in the Ruskin home 
until her marriage, after which Ruskin made his home with her. See 
also B. T. Cook's Life of Ruakin, Frederic Harrison's John Ruakin, In 
Bnffliah Men of Leitera, the Dictionary of National Biography, etc. 
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publication of Buskin's books in this country, and to intro- 
duce them to the American public. He edited the ''Brant- 
wood" edition, published by C. E. Merrill and Co., of New 
York. It proved in every way satisfactory. There was no 
one else whose introduction of Buskin's works into America 
could have been so influential. Because of his known integ- 
rity, his knowledge of Mr. Buskin, his large circle of cul- 
tured friends and acquaintances, and his prestige as traveller 
and art student, as Professor of Pine Art in Harvard Uni- 
versity, ad an editor, translator, and author of books, and 
as a contributor to the North American Review and the 
Atlantic Monthly — ^because of these things, I say, Norton 
spoke with authority and was heard with confidence. To 
each book Norton gave a separate, signed introduction. 
These numerous introductions do three important things: 
they give considerable information concerning the life of the 
author and the circumstances under which the various books 
were written ; they appeal to the American public to give Mr. 
Buskin fair treatment; and they interpret Mr. Buskin's 
works to American readers, condemning frankly what seems 
wrong, praising freely what is worthy of praise, and explain- 
ing how a given book may be used to the greatest advantage. 
Thus did Norton, at one stroke, exert an important influence 
on all of Buskin's works. 
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CHARACTER-POBTEAYAL IN THE WORK OP 
HENRY JAMES 

WlLLIAH B. CaIBNS 

I 

No question raised by the work of Henry James elicits 
greater difference of opinion than that regarding the ' * reality ' ' 
of the characters in his novels. In the comments that ap- 
peared on the occasion of his death may be found praise for 
the creation of a gallery of vivid, almost tangible men and 
women, and the denial that any of his people have a semblance 
of actual life. While the matter is one on which critics have 
often contented themselves with dogmatic assertion, it at first 
sight seems strange that even unconsidered impressions should 
differ so widely. 

The people in James's stories are surely more important 
than his plots, and his devices for characterization, whether 
successful or not, are among the most distinctive of his liter- 
ary methods. Almost in the beginning of his work he learned 
that it is persons of different training and standards who 
most clearly see each other's peculiarities. It was rather this 
fact than any fondness for describing sights and scenes of 
travel that led him to write the so-called '' international 
novel. ' ' He placed his Americans abroad because in a foreign 
setting their virtues and weaknesses stood out more distinctly, 
and because it was useful to see European civilization through 
their eyes. For a similar reason he made free use, in planning 
his settings, of pensions catering to cosmopolitan patronage, 
of English country-house parties, and of other scenes where 
heterogeneous groups of people are brought together. His 
method appears in its nakedness in sketches like A Bundle of 
Letters and The Point of View, where persons of different 
nationalities and social position record in letters and diaries 
their frank impressions of one another. It is little more dis- 
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guised in The Pension Beaurepas and Daisy Miller, where 
the differences of standard lead to slight plot-complications. 
It is still obvions in such longer works as Hie American and 
The Ambassadors, and may be found in many others, such as 
The Portrait of a Lady, and The Golden Bowl. 

In this portrayal of differing characters James is rarely an 
obvious partisan, though he takes no pains to be a neutral. In 
Daisy Miller, for example, he paints the picture, and leaves 
the reader to excuse or to condemn as he will. Roman 
matrons and American matrons long resident in Home were 
shocked that a girl should walk out alone with a gentleman. 
Daisy's circle at Schenectady would have been horrified at 
the idea, natural enough to the European mind, that Winter- 
bourne was staying on at Geneva because of an affair with 
a married woman older than himself. The casual mention 
of this bit of gossip, which has no connection with the plot, 
serves to set two standards over against each other, and may 
be suggestive to the reader who is thoughtlessly adopting the 
European point of view. The device is typical of the author. 
Christopher Newman in The American displays both likable 
and unfortunate traits, and one sees the good as well as the 
bad in the conservative French family life. Lambert 
Strether in Hie Ambassadors is clearly a figure with whom 
the author has sympathy, yet all the Parisian manners and 
morals that aid in his development are not offered for ap- 
proval. There is no special pleading for any dass or country, 
no pleading even for the favorite idea of the cheap moralist 
that there is some good and some bad everjnvhere. The 
reader is apparently left to draw his own conclusions and to 
evolve his own philosophy, as he is when he sees life at first 
hand; yet he will find on consideration that the organizing 
and unifying touch of the artist has had much to do in 
determining his judgment. 

It was probably through this method of character-por- 
trayal that the author came to develop another distinctive 
peculiarity of his art — ^the use of a person centrally placed 
in the story as a ''register" or "reflector" of other characters 
and of the action. This device was by no means new, in the 
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novel or in the drama, but it had never before been used so 
fully, so depended upon for giving artistic unity to the 
story, and focusing the mind on the center of interest. James 
himself discusses this device in several of his prefaces. Some- 
times the register is the same throughout a novel, as in What 
Maisie Knew, where all the other characters are seen 
through Maisie herself. Often it is changed, and the skill 
with which the change is made, and with which it is adapted 
to the desired effects shows the author's mastery of his art. In 
The Wings of the Dove Kate Croy at first serves as a register 
through whose consciousness we see other characters. Later, 
when she surprises us by the suggestion that her betrothed 
make love to another woman, we see her only through the 
consciousness of others. The two volumes of The Golden 
Bowl are named respectively "The Prince" and "The 
Princess," and though the course of the action is uninter- 
rupted we see the first part through one, the second part 
through the other of the two chief characters. This treatment 
not only serves to unify the reader's impression, but by the 
very indirectness of the view it gives vividness and reality to 
the characterization. 

Most of the persons in Henry James's stories are intensely 
modem in their relations to life, and many of them belong to 
the higher and hence more complex orders of society. This 
is not due to snobbishness, as some unfriendly critics have 
suggested. The loving portrayal of humble characters like 
Mrs. Hudson and Miss Pynsent and Mr. Bush would alone 
show this; and the author's success in the delineation of 
children points in the same direction. It is rather that he 
finds most interest, not in elemental human passions, but 
in complex emotional experiences. He complains that Flau- 
bert's characters are too narrow, and says of Madame Bovary, 
"We fed her less illustrational than she might have been 
not only if the world had offered her more points of contact, 
but if she had had more of these to give it." Always there 
have been authors attracted by subtler emotional phenomena, 
who preferred to study 

waking souls 
That watch not one another out of fear, 
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rather than the progress of a Darby and Joan love affair. 
James differs from the earlier '"metaphysicals" in that he 
often finds the source of emotional complications in the con- 
ditions of highly organized social life rather than in hidden 
psychological springs. In this he sometimes suggests Brown- 
ing. His characters are nineteenth century Caucasians whom 
a person in reasonably good society might know. There is 
not the variety of races, classes, and conditions that are 
found in the pages of Jack London or Mr. Kipling, yet the 
range is by no means narrow. His men are not all of the 
same type — and emphatically is this true of his women. 

In this connection, it may be noted that, though women are 
said to constitute a great share of the readers of Henry 
James, this is hardly due to their fondness for his female 
characters. Most of his heroines have a place in the honor- 
able company of those whom men admire and women dis- 
approve. Isabel Archer, so one's friends tell him, is too self- 
centered, and Maggie Verver lacks spirit, and Biddy Dormer 
is too unimpressive, and Milly Theale — ^well, it seems hard 
to get specific charges against poor Milly, but one's feminine 
acquaintances always give him to understand that they 
don't like her style. Yet all of these characters enlist the 
admiration and some of them the intense devotion of male 
readers. Daisy Miller, good fun as she is, and nice girl as 
she surely is at heart, probably secures defense against Mrs. 
Orundy more from a sense of justice than because she enlists 
unqualified approval. 

To the charge, frequently made, that Henry James's char- 
acters are over-subtle, the admirers of the novelist may plead 
a partial extenuation and a partial denial. In order to pre- 
sent delicate, complex, and almost subconscious mental ex- 
periences it is sometimes necessary that an artist represent a 
character as pretematurally keen in self-analysis, or the 
''register" in whom the character is seen as unduly subtle 
in perception, and perhaps in conversation. The story-teller 
is often troubled to find a way of revealing hidden facts that 
the reader must know. The conventional, crude, often 
ludicrous devices of the photo-play show how extreme are the 
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difficnltieB of the narrator who must proceed without the 
spoken word. And in many situations, particularly those 
involving experiences that result in no overt action, the novel- 
ist finds the naturaUy spoken word impossible. A writer like 
Hawthorne, who is himself the register for his characters, 
frankly tells at length and with all necessary authorial com- 
ment the most secret workings of their minds and hearts. 
James, who uses another character as a register, is some- 
times forced to make that character unduly clever and acute. 
This is a mere artist's device, like the aside, the soliloquy, 
the explanatory conversation in the work of the dramatists. 
Like all conventional devices, it is open to objection, but can 
fairly be condemned only when it becomes obtrusive, or 
when the critic can suggest a better way of producing the 
same effect. Some of James's characters undoubtedly talk 
more subtly than do our friends; and for a similar reason 
they are often more frank in the discussion of personal 
affairs. Occasionally he carries the trick too far. But to 
object solely on the ground of reality is much like objecting 
to all dramatic conversation in blank verse. This subtlety 
on the part of an observer, used by the author for the sake of 
portraying character and revealing mental experience, is one 
thing, and essential subtlety in the character portrayed is 
another, yet the two are often confused. Very few of the 
important characters are really subtle in the sense that they 
are given to metaphysical speculations, to action from unrea- 
sonably recondite motives, or to hair-splitting in matters of 
conscience. 

Notwithstanding ample testimony to the opposite effect, 
the genuinely sympathetic reader of Henry James maintains 
that aside from this assumed subtlety the characters are in- 
tensely real. Their actions sometimes perplex us, as do those 
of acquaintances in real life. We cannot always comprehend 
their motives ; but they stand out as living men and women, 
to be speculated on, and wondered over, and fairly to b6 
gossiped about. What did Henry St. George, in The Lessim 
of the Master, really have in mind in his advice to his young 
disciple t What sort of woman was the first Mrs. St George 1 
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What were her relations to Lord Mashemt Did she really 
manage her husband t Questions like these, mixed, let us 
hasten to add, with others more important, are left in our 
minds after we read the story. The very fact that such in- 
quiries are trivial, perhaps unworthy of us, is evidence that 
we think of these people in much the same way as those we 
met last summer at Mrs. So-and-so's, or the family in the 
apartment upstairs. It is difficult to see how the sort of 
girl Kate Croy seemed at first should do the things she did 
later; but, sad to say, we have all had similar disappoint- 
ments with other people, and our failure to understand her 
never raises a doubt as to her reality. An amusing testimony 
to this illusion of solidity and genuineness is afforded by 
criticisms of Daisy Miller. More than one patriotic American 
objected that James had portrayed as frivolous a girl who, 
it was easy to demonstrate, was good and womanly at heart. 
It took Mr. Howells to point out, with some irony, that Daisy 
Miller's qualities were exactly what the author had made 
them ; that it was he who put the goodness and the womanli- 
ness there ; and that the critics had been fooled not only into 
thinking of her as a real person, but into feeling that they 
understood her better than her creator. 

Probably not all who agree that Henry James's characters 
are real and lifelike find that they also arouse particular in- 
terest. Whether fictitious characters are interesting or not 
IB likely, with many readers, to resolve itself into a question 
whether they stir the emotions. Some people complain that 
the people of James's novels are not lovable or hateable, that, 
to use a frequent phrase, they leave us cold. Clearly the 
author desires more, relatively, of intellectual interest than 
do some story-tellers; but does he disregard the emotional 
interest? Certainly Ralph Touchett is, to some of us, a lov- 
able character, and, to stick to the persons of one book, neither 
he nor Isabel Archer leaves all of us cold. That they do not 
warm us more, and that they do not warm some readers at 
all is not because of their personalities, but because of the 
lack of action especially calculated to arouse feeling. In 
real life love may beget love, and distrust, distrust, without 
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much obvious expression of the feeling in action. But in 
fiction it is the plot and the incidents in which the characters 
take part, rather than the personal qualities of the characters 
themselves, which move the reader's emotions. Plenty of 
James's characters could warm us enough if he had put them 
in a different sort of novel — ^that is, if he had shown them in 
melodramatic scenes. 

The question whether James's men and women are real and 
interesting is inextricably bound up with the larger question 
whether his view of the novel is the true one. A novelist 
should, according to his idea, record a personal impression of 
life. Now "life" is, at least according to the dictionaries, 
the broadest of terms, including both the simple actions and 
the elementary instincts common to all men since the days 
of the cave-dwellers, and the intricate experiences and com- 
plicated motives of modem existence. There may be as many 
impressions of life as there are observers to be impressed. 
The possible varieties of the novel, according to the definition 
given, are therefore innumerable; and the appreciation of 
one form does not preclude the enjoyment of another. Yet 
many readers who are fairly catholic in their tastes stop 
short at the variety offered by Henry James. Probably no 
other recent novelist has been so harshly criticised. Usually 
readers who do not care for a story-teller are content to let 
him alone, but in this case they have felt impelled to ob- 
jurgation. Part of this violent dislike comes from his ob- 
scurity and his mannerisms, but more of it comes from a dis* 
approval of the impression of life that he chooses to give. 
Indeed, there is a popular usage that would almost deny the 
word ''life" to the form of human existence that he presents. 
If a boy beats about the slums, and pastes labels on blacking- 
boxes, or ships as a sailor before the mast, all agree that he 
has seen "life." But if another boy learns something of the 
art of two hemispheres, and comes in contact with men of 
intellectual and social power, and finds his adventure in read- 
ing the Revue des deux Mondes, and burying his face in 
newly-imported volumes for the "English smell" of printer's 
ink, commentators are likely to remark that he "has had no 
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experience with life at first hand." It is needless to quibble 
over terms ; and if the two boys become novelists, it is need- 
less to decide a priori which is the better of the two different 
kinds of books they will write ; but in the democracy of to-day 
the second will surely receive least sympathy. In a recent 
volume of American criticism a well-known authority c(Hn- 
plains of James in the usual fashion : 

Of strong, elemental men and women, the personaUties shown by 
novelists like Fielding and Tolstoy and Hardy and Mark Twain, he 
knows nothing. 

Within this narrow circle of Europe-visiting, highly civilized, 
occupationless men and women, James is at his best. 

But a highly civilized man is a man for a' that, and it may 
be fairly asked why he is not an approved subject for treat- 
ment in fiction. One reason is that the visible happenings 
of conventional society do not stir the emotions like murder, 
and elopements, and deeds of physical prowess, and the tender 
manifestations of young love. If Christopher Newman had 
scaled the convent wall and carried off his mistress, if Isabel 
Archer had plotted dark revenge on Madame Merle and run 
away with her impetuous American lover, if in the tense 
scene at Fawns the Princess had madly denounced Mrs. 
Verver and later stabbed her husband, the readers would have 
been thrilled, and would have pronounced the actors ''ele- 
mental." This sort of thing is good, and it is to be hoped 
everybody enjoys it part of the time — ^more of the time, 
for that matter, than any other kind of story. When he 
does there are Scott and Cooper and Stevenson and the writ- 
ers whom our critic names to supply his wants. But most 
of the interesting women we actually know are more like 
Isabel Archer than like Hardy's Tess. And they too are 
women, and their experiences in love, in suffering, in the 
endurance of wrong are also life. And this life is just as 
valuable a subject of observation as the other. 

So one may argue without in the least convincing those who 

dislike the novelist of modem society. This niay be because 

the treatment of complex life requires so much analysis and 

analysis retards the story. Simpler characters, under simpler 

21 
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conditions, act from motives that are easily understood. If 
a woman murders her faithless husband there is no great need 
of psycholo^cal subtleties. The reader says ''jealousy/' and 
there is an end of the matter. But if she conceals and endures 
and fails to accuse in the presence of certainty, and puts on 
a brave front before the world, that is because of the action 
of many forces. She, too, has within her nature the "ele- 
mental" passions, else they would not be elemental. But she 
is also influenced by the repression of conventionality, the 
pull of various aspects of duty, and many other motives, 
some working unknown to her in the depths of her conscious- 
ness, and all impelling her in different directions. What the 
resultant will be is a most complicated problem, and in justi- 
fying his answer to the reader the author must resort to much 
analysis. The Golden Bowl could hardly be represented iu 
moving pictures. As the amount of striking incident de- 
creases the slow and subtle discussion of motives must increase, 
and when the outcome of the motives is at last seen, even this 
is often not unusual or violent. 

In the view of his admirers, Henry James as a novelist 
gives life, not as it used to be, or as it may be under some 
strange surroundings, or even as we might like to make it in 
a world created by ourselves, but very much as we have known 
it to be. He leaves us thinking of his characters as we think 
of real men and women. He makes us fed the immense num- 
ber of forces, external and internal, that compass men about 
and compel their actions, especially in the crises of their 
lives. And he does all this as an artist, and in spite of regret- 
table mannerisms and a possible over-emphads on technique 
gives us novels consciously rounded and finished as English 
novels have not been before. Is this over-ingenuity, and 
triviality, and dilettantism! or is it the development of a 
higher and more satisfying artt The answer is bound to 
depend, after all, on the temperament and the philosophy cf 
life of the reader; and, as James's characters so often say, 
"There you are.** 
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SOME INFLUENCES OP MEREDITH'S PHILOSOPHY 
UPON HIS FICTION 

0. J. Campbell 

The vitality of many characters in George Meredith's nov- 
els has always been doubtful. Of late, certain of his hero- 
ines and some of those persons who provide sport for his 
Comic Spirit are gradually fading out of human semblance. 
This debility is the' inevitable result of the lack of authentic 
creative power in the energy which gave them life. They 
were brought into being not to signalize an artist's insight into 
human nature, but to illustrate and to prove a philosopher's 
ideas. They sprang full-grown from the brain of Meredith 
the metaphysician. 

It is not that his advanced social ideas provided a program 
for his fiction. His art never suffered that degradation. It 
is rather that his desire to explain man's place in Nature led 
him to fashion characters who would make his demonstration 
most clear. His heroic women, therefore, like Diana and 
Carinthia, were designed to bring to English society the latest 
tidings from the processes of Nature. His comic figures, like 
Sir Willoughby Patteme, Purcell Barrett, and all the mem- 
bers of the Pole family, are the embodiment of those forces 
which postpone the establishment of the ideal social condi- 
tion. This state will come into being automatically when 
each person can express with perfect freedom that part of 
the old Earth which seeks to blossom in him. These humor- 
ous characters were created, then, to furnish food to the 
chastening Comic Spirit which was to laugh in the TnillAfininTn. 

The women in Meredith's novels whom we are asked to ad- 
mire, illustrate the conceptions of Nature which are set forth 
in his poems. They present dramatically the philosophy of 
his verse. Indeed the relation is even dbser than this. They 
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are rather the culmination, — ^the triumphant expression, of 
the eternal processes of Earth. This is the idea that Richard 
Le Gkillienne expresses when he says, ''No writer with whom 
I am acquainted has made us so realize the value and signifi- 
cance of flesh, and spirit as the flower of it. In his women 
we seem to see the transmutation in process." 

Meredith adopted as fundamental to human life and char- 
acter all the implications of the biological doctrines of evolu- 
tion. Upon that basis he has built up a philosophy of flux, 
development and prog^ress which in his mind possesses both 
metaphysical and human finality. All the needs of his being 
are satisfied by the philosophy of change. In The Woods of 
We$termain, where the sympathetic questioner can learn aU 
the truths of Nature, he finds 

Change the strongest son of Life 
Has the Spirit here to wife 

and his own spirit finds supreme content in this marriage. 
Unlike Tennyson he is ready at all times to 

Let the great world spin forever down the ringing grooves of change; 

for change gives him the rapture of the forward view, 
which constitutes spiritual life as the mere processes of 
change do the physical life. The only permanence is death. 

Cry we for permanence fast 
Permanence hangs by the grave. 

Nature, Meredith loves then, because she is at once the root 
and spirit of that change which is life. 

In The Woods of Westermain Meredith comprehends this 
truth in all its human implications. There his mind can peer 
bach through all the stages of evolution. 

Back to hours when mind was mud. 

In so doing it will learn how inextricably Earth, which is 
Meredith's favorite symbol for Nature, is interthreaded with 
him and his kind. Man is sprung from the earth in a very 
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material sense; evea his spirit is an emanation from her. 
When seen aright it is 

Spirit in her clods 
Footway to the God of Gods. 

Nature then is eternal development, a more and more vital 
seething of the procreant Earth. From that eanldron at 
last has come the blood, brain and spirit of man and woman. 

Now woman as Meredith knows her has never forgotten 
her terrestrial origin. She embodies in her life the simple, 
direct processes of nature, particularly as contrasted with 
the irrational complexities and indirections of social life. All 
his heroes are heroines. ''Women will be the last thing to 
be civilized by man," says one of his aphorists. Meredith 
certainly did not believe that women ought to be thus civil- 
ized. Indeed most of his best novels present dramatically 
the futile efforts of some man to force an heroic woman to 
play some one of his trivial civilized games. 

The intimate connection between Meredith's women and 
Nature as he conceived her is shown most clearly in Carinthia 
Jane of The Amazing Marriage. Indeed her humanity is 
sometimes quite obscured by her symbolic character. She is 
strangely akin to the majestic cliffs in Styria among which 
she spent her youth. She acts rather as one of those crags 
might have acted if it had suddenly become endowed with 
consciousness and found itself in the midst of the complexity 
and subtlety which made up English society. Carinthia is as 
direct, as simple, sin^e-minded and courageous as such a cliff 
would have been, and withal as slow, as gaunt and as unim- 
aginative. Meredith's greater women have the defects of their 
qualities, but their kinship to nature is only emphasized by 
these forms of heroic awkwardness. 

It is of the essence of Meredith's method that he should 
show us Carinthia for the first time with her brother at their 
game of "calling the morning" — ^that is of viewing the sun- 
rise in the mountains. We see her first jumping agilely from 
a French window to a flower-bed a dozen or so feet below, 
quoting, as she springs, an aphorism of her father, the old 
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buccaneer, ''Mean it when you're doing it" The picture 
of the dawn which they behold is one of Meredith's best: 

The armies of the youns sunrise in mountain-lands neighbourins: 
the plains, vast shadows, were marching over woods and meads, 
black against the edge of golden; and great heights were cut with 
them, and bounding waters took the leap in silvery radiance to 
glo<Mn; the bright and dark-banded valleys were like night and 
morning taking hands down the sweep of their rivers. Immense 
was the range of vision scudding the peaks and over the illimitable 
Eastward plains flat to the very East and sources of the sun. 

This description is Carinthia's leit-motif. This is the at- 
mosphere which she brings with her even to the open-air 
prize-fight to which her husband, Lord Fleetwood, conducts 
her immediately after their marriage. 

Gower Woodseer, in his efforts to describe her, aajs she 
has ''a look of beaten flame: a look of one who runs and at 
last beholds." And his final phrase is ''From minute to 
minute she is the rock that loses the sun at night and reddens 
in the morning." These elements of grandeur and simplicity 
make her a bit gaunt and awkward when moving among the 
artificial intricacies of social convention. We often share 
Fleetwood's appreciation of her angularity. When after the 
marriage ceremony he watches her mount unaided to the coach 
upon which they are to ride away, he thinks: " 'Her stride 
from the axle of the wheel to the step higher would have 
been a graceful spectacle on Alpine crags' .... He 
had cried for romance — ^here it was." Yet to us she never 
loses her great dignity and calm inevitability. Nature's 
voice is heard in all of her actions. Like nature, too, she 
plays for seasons not eternities. She is calm, patient beyond 
human endurance under the monstrous conduct of Lord Fleet- 
wood after their marriage. She bides her time, confident 
that truth will be discovered and right all. But when she 
learns that she is the victim of her husband's studied unkind- 
ness, her love for him ceases with as little apparent regret 
from her over the days that are no more as Nature herself 
shows. 

The pine-tree drops its dead; 
They are quiet, as under sea. 
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In a similar way Carinthia drops Fleetwood from her life. 
To her mind and her feelings he is "as under sea." She has 
grown to something else and is engrossed in her new present. 
Her husband, too late won to a love of her, begs her to re- 
store the past. To such requests she is as imperturbable as 
Nature. To a woman embodying the spirit of life such an 
entreaty is merely quaint. Carinthia says to Fleetwood: 

"My father and my mother spoke to me of the marriage tie. I 
read the serrice before I stood at the altar. It is holy. It is dread- 
ful. I will be true to it." 

"To your husband?" 

"To his name, to his honour." 

"To the vow to live with him?" 

"My husband broke that for me." 

"Carinthia, if he bids you, begs you to renew it? God knows what 
you may save me from!" 

"Pray to God. Do not beg of me, my lord. I have my brother 
and my little son. No more of husband for me! Ood has given 
me a friend too, — a man of humble heart, my brother's friend, my 
dear Rebecca's husband. He can take them from me; no one but 
God. See the spendid sky we have." 

Carinthia has fed on the advancing hours. The days that 
are no more are quietly dead. She feels no need to at- 
tempt to establish them as a base for her life. She has 
learned to ''soom the ventral dream of peace unknown in 
Nature." She has learned from Meredith that 

Death is the word <tf a bovine-day. 

Know you the breast of the springing To-be. 

This completely frank acceptance of Nature's laws in this 
somewhat cosmic sense is the main-spring of the actions of 
all his heroic women. It makes them seem revolutionary 
when judged by fixed standards which the weak of mankind 
cling to partly from fear of the unknown — and partly from 
a delight which those who flourish these fixed laws as whips 
feel in playing Providence. Carinthia is, let it be granted, 
somewhat difficult to comprehend in terms of human nature ; 
in terms of Meredith's Nature, the springing "to be," she 
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Stands revealed as a force quite beyond contrd of the con- 
ventions and artificial bonds of sentimental society. 

Diana of the Crossways is not so completely a symbol as 
Carinthia. Part of the time she is a woman whom all can 
comprehend, yet unless she is regarded in large measure as 
the spirit of that Nature of Meredith's which is footway to 
the Ood of GkxlSy her conduct at other times will seem in- 
comprehensible and perverse. Meredith anticipates this 
lack of understanding. ''Only those," he says, "who read 
her woman's blood and character with the head will care for 
Diana of the Crossways." He certainly does not mean that 
all her acts must be intellectualized, but that they must be 
interpreted in the light of Meredith's wisdom as he has un- 
folded it to us. In other words, she must be regarded as 
though earth were speaking through her. 

Her struggle with her first husband is like that of many 
another of Meredith's women. She is a simple natural force 
too large to be shut up in marriage by a man who has not 
yet doubled Cape Turk. He wanted his wife to ''shine as 
a candle in a grated lanthom," — she who was part of the 
primal fire. She refuses and forms an intimate friendship 
with old Lord Dannisburgh. Her husband chooses to think 
such freedom of spirit a sure sign of impurity. He brings 
a legal process against her and by that mere act looses all the 
dogs of scandal upon her. 

Diana's first impulse when she hears the hounds in full 
cry is to run. She has not the secondary and derived wis- 
dom that is necessary if one is to play triumphantly the 
tangled game of artificial society. She always lets her 
blood, in which Nature flows, speak for her. Fortunately 
for her reputation her friend, Emma Dunstane, sees the sit- 
uation with the eyes of sophistication and persuades her to 
stay and face the process. Her husband fails to prove his 
case, but Diana feds all the bonds that bind her to him 
snap. Law, which in England is the voice of a sort of 
materialist chivalry, binds her to be sure, but to a man who 
is dead to her. She, like Carinthia, proceeds naturally to 
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another interest. She casts no wistful eyes back upon the 
Heaven that she has lost. She becomes an independent wo- 
man of the world. 

Her career up to this point is comprehensible. Her di- 
rectness and serene disregard of the past may be expresirions 
of Nature but they are also characteristics, only a little 
exaggerated, of women as we know them. The crowning in- 
discretion of her life, the selling of confidential information 
which her lover Dacier has given her, to the journals does 
not admit of this conventional explanation. Meredith the 
philosopher must here be invoked to explain Meredith the 
artist. 

The bare facts of the situation are these. Dacier tells her 
a piece of exciting political news which she is to keep secret. 
He is artful enough to know that she will let her delight 
over the news become immediately pride in the part that he 
is to play in the events to come. He takes advantage of this 
enthusiasm to catch her off her guard and to take her into his 
arms. At his trick she feels a quick loss of personal respect. 
She is deeply wounded. 

"My dear friend Percy," she says, ''when I have consented 
to be your paramour, this kind of treatment of me will not 
want apologies." 

In spite of this wounded dignity, she knows that Percy 
has won a confession from her senses. For the moment 
her ''sense is with her senses all mixed in." This is the 
key to her subsequent action. The simple truth is that 
the moment after Dacier has left her, Diana goes directly 
to the editor of a daily newspaper and sells the secret that 
has been told her in strictest confidence. Moreover she 
does not realize that her act is treacherous. "Where," ask 
the critics, "is Diana's much lauded intelligence? Why 
does it not act in this crisis?" But it does act in just the 
fashion that Meredith's philosopher of Nature would have 
desired to have it. 

Brain, it must be remembered, was to Meredith no mon- 
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arch of man by divine right It is, as it were, but the latest 
fermentation of Earth. 

Never is Earth misread by Brain 
Which is the weUing of her. 

Brain ought not to sit in judgment on the emotions or the 
aspirations of man. The three are deeply interfused. 

Blood and brain and spirit three 

(Say the deepest gnomes of Earth) 

Join for true felicity. 

Are they parted, then expect 

Some one sailing wiU be wrecked. 

Earth that Triad is: she hides 
Joy from him who that divides; 
Showers it when the three are one 
Glassing her in union. 

Now Diana's cleverness up to this crisis has been the re- 
sult of this triple union. It has been little more than an 
astonishing facility in expressing her emotional preferences. 
Her novels The Princess Egeria and TTie Young Minister of 
State are both projections of a life she desires. She has 
shown none of the philosophical anxieties of George Eliot's 
heroines over the choice of possible courses of action. She is 
in action a shot from the gun. In the sale of Dacier's secret, 
Meredith takes particular pains to show us that she acts at 
a moment when her woman's blood is speaking imperiously. 
It speaks in defiance to Dacier and in protection of her own 
spirit. It establishes the warm fusion of blood and brain 
and spirit which boils into action. To use a figure of Mr. 
Trevelyan, "the soul is bom in this fiushing of the brain by 
the blood" and the soul lives only in action, "wind beaten 
but ascending." So woman is when Nature speaks in her 
frankly and directly, or if the essence of Meredith's mater- 
ialism be sound, so is woman when she is most woman ; and 
therefore so she ought to be. 

If her actions undertaken at this irresistible behest bring 
her social opprobrium or disaster, she is simply acting in a 
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mo0t unnaturally constituted society. She is foolishly at- 
tempting to use her powers in a male game, — acquiescing, 
for the moment, in man's futile attempts to civilize her. 
Critics may call her actions impulse or sheer caprice if they 
wilL The epithet is of no importance; only let them under- 
stand how dear such caprice is to Nature, — ^to her funda- 
mental laws of mutability which in process of time have fash- 
ioned spirit out of earth. 

Carinthia and Diana are the two women who need most 
the aid of Meredith's philosophy for their interpretation. 
The creative principle which has brought to lif^ all his great 
heroines in the case of these two has proved stronger than 
the human material which it has breathed upon. They are 
not always comprehensible when judged by standards of 
human action, yet they are no mere advocates of a social 
program. They are the proof of his ideas of natural evo- 
lution. They are the women that Nature would produce if 
she were allowed to work her will unhampered. They are 
a philosophical ideal and not an artistic reality. To explain 
them thus, however, is not to give them human vitality. 
And for the lack of this quality they are fading off into 
air-bom voices. 

In depicting those characters who serve as the foils of his 
heroines Meredith shows a philosophical tendency of different 
import. It is, too, a species of idealization and of personi- 
fication. To protect his women in their fight for Nature he 
has created a Comic Spirit. Its function is to drive back 
with laughter all who seek to divert women, or men either, 
from their simple allegiance to the laws of Earth. This 
spirit must be provided with sport. Without its congenial 
exercise it will droop and die. We shall find, however,* 
that in its essence it is exotic; consequently the men and 
women who become the food for its laughter seem homeless. 
They, like his heroines, come into his novel not out of the 
England of his day, but out of the void to satisfy a philoso- 
phical necessity of their author. 

Meredith sought to evoke thoughtful laughter. Its pur- 
pose was critical and restrictive. In this respect it was 
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foreign to traditional modes of mirth in England. His 
comic attitude is primarily French, consciously adopted from 
Molidre. His Essay on Comedy holds up the practice of this 
French master as the standard of comedy in modem times. 
M. Bergson in his essay Laughter giyes a dear exposi- 
tion of that intellectual theory of comedy which is based 
on the practice of Molii&re, and of which Meredith's work is 
almost the only English illustration. M. Bergson, as John 
Palmer in his Comedy has reminded us in this connection, 
lays down the propositions that the function of laughter is 
primarily social criticism, and that it appeals to the intelli- 
gence directly and simply. For that reason it is inc(Hn- 
patible with any sympathetic emotions with the figure who 
arouses it. '^ Always rather humiliating," says M. Bergson, 
''for the one against whom it is directed, laughter is, as a 
matter of fact, a kind of social teasing." Such is comedy 
of the intelligence or what is sometimes called pure comedy. 
It is what Mr. Palmer calls a corrective social gesture. 
Your Englishman and American, too, is bemldered by such 
mentoring. When he is not laughing at sheer physical 
farce, he laughs always with a certain degree of sympathy. 
In the fun of Tom Sawyer, as in that of Falstaff, we all share. 
Meredith, however, wrote comedy like a critic and a French- 
man. If we remember that Meredith's ideal society was 
one in which the natural spirit of man should be unhampered 
by conventional trivialities, we may say that his comedy is 
the Gallic social gesture of M. Bergson. 

Now the traditional purpose of English comedy is not 
restrictive, but expansive. The English nature does not 
take social laws with enough seriousness to be made a butt 
because it has transgressed them. It finds its merriment, 
therefore, in those larger incongruities of existence which 
utterly transcend the mere amenities of civilized intercourse. 

FalstaflE for this reason is the most successful comic figure 
in Eng^sh literature because he represents the crowning in- 
congruity of human existence, — ^the imprisonment of an un- 
usually nimble spirit in a tun of flesh. The best joke on 
man, after all, is that he who would mount with the angels 
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must be accompanied everywhere by his body with all its 
ridiculously trivial functions. FalstaflE's wit has wings, 
yet he sweats to death and lards the lean earth as he walks 
along. Yet even laughter at such predicaments of the hu- 
man spirit reminds us that Falstaff's plight is in some 
measure our own. Such a conception evokes genial human 
brotherhood. The characteristics in him that have aroused 
our mirth make us love him not less but more, and the sort 
of laughter that he stimulates delights him as much as us. 
Yet it would be a great mistake to think that Falstaff 
awakens our amusement by means of physical farce alone. 
The disasters which overtake his gross body are amusing 
only because they forge ridicidously incongruous chains for 
his spirit. The antics of his wit thus handicapped arouse 
in us a sympathetic zest. A man endowed as he is cannot be 
laughed at; he communicates his own mirth too quickly to 
everyone about him. The laughter inspired by such a 
character is to the last degree genial and expansive. 

The English Restoration, to be sure, has been thought to 
have adapted Moliftre's ideas of comedy to English literature 
and to have made them indigenous. The dramatists of the 
time certainly professed that the purpose of their comedies 
was corrective and restrictive. They desired, so they said, to 
purge man of his vices and follies by ridiculing them. Pro- 
fessor Ernest Bembaum in his recent Drama of Sensibility 
has presented ample evidence to remind us that this was the 
burden of their critical utterances. 

These orthodox critical pronouncements, however, are in no 
sense real explanations of their authors' dramatic practice. 
No writer of comedy in the seventeenth century would have 
dared announce that his plays were composed merely to en- 
tertain. Such a confession would have set him against the 
literary axioms of the ages. If the comedies of the Restora- 
tion dramatists were to gain serious respect, they had to 
announce themselves to be of a sort approved by all the 
reputable critics. If the authors shrewdly suspected that 
their comedies were not armed with any austere moral in- 
tention, for that reason they would repeat the more 
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unctaously the commonplaoes of Ben Jonson, Rapin, Bymer, 
and Dryden. These brave words, however, have not suc- 
ceeded in convincing us that Restoration Cixnedy is either 
a moral or a civilizing agent. Wit and not morality is its 
hero. The immoral and the foolish are exposed, to be sore, 
but only to find all their acquaintances in the same predi- 
cament. Like a group of friends all of whom mistake a 
mirror for a door, they are very merry in finding the ridicu- 
lous strangers whom they have been observing, their very 
selves. 

The effect of such comedy is not, then, in any sense re- 
formatory. No one is ashamed for more than an instant 
at his exposure. The moment that he sees his friends suf- 
fering the same embarrassments, his feeUng of discomfort 
vanishes. Such comedy, instead of being corrective, ex- 
pands inordinate desires. It showed the bored society of 
the Restoration, as it shows us, a world filled with infinite 
zest to be gained through the simple banishment of moral 
standards. Our delight in these plays is in no way de- 
pendent upon our judgment. Indeed that faculty is com- 
pletely submerged in a primitive zest for this newly dis- 
covered life where only gaiety is sure. The total effect is, 
then, not at all critical or restrictive. It is rather one of 
expansive S3rmpathy with the comic figures. This attitude 
of the spectator, one may readily see, is totally unlike that 
produced by Molidre. 

Now Meredith, of course, read Congreve and his contem- 
poraries with delight. His wit is often like theirs, but his 
comic temper is always different. He makes his readers 
laugh not in order to communicate to them a spirit of 
thoughtless gaiety. Like Moli^re, he writes comedy to curb 
the extravagance of personal manners and social habits. He 
wishes to laugh men out of those forms of unnatural be- 
havior which postpone the advent of that pure social condi- 
tion in which the ways of Earth will determine the nature 
of all human relations. Comedy with such a mission has 
little in common with that of the Restoration, it has much 
in common with that of Moliire. 
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It may be asked, ''What if Meredith's comic spirit is thus 
exotic f Does it for that reason condition the reality of the 
persons whom it ridicules T Does an Englishman become a 
mere philosophical idea when a Frenchman laughs at himt" 
The proper answer to these questions is that characters must 
always exist before the laughter they evoke, and that they 
must determine its nature. Characters created to keep 
alive a spirit of comedy imported from abroad are precon- 
ceived ideas. Thus an Englishman when ridiculed by a 
Frenchman is almost sure to become a caricature, and when 
he appears in French comedy, to become a stage convention, 
lables in -n (stanzas 11, tan: Morgan: stan: onan; 25, 
tween raced and kinds of people. We laugh in different 
languages."^ This sort of barrier Meredith has erected be- 
tween his humorous characters and their fellow-countrymen. 
His comic figures are stage Englishmen, created solely to 
provide thoughtful laughter for a Gallic spirit. 

Meredith's sentimentalists are the characters who furnish 
this spirit with most of its food for laughter. Sentimentalists, 
in his novels, are all those who pose emotionally. They act 
in every situation not as they feel but as they believe tradi- 
tion and social elegance decree that they should feel. They 
stifle at every turn the voice of Earth which would speak in 
them. They toy with it and i>ervert it when it speaks direct- 
ly in others. Against these enemies of the society which he 
wishes to establish, Meredith directs his thoughtf id laughter. 

The three Pole sisters exhibit his comic spirit in its most 
characteristic attitude. They are trying to climb the social 
ladder with the aid of the Nice Feelings and Fine Shades. 
These girls never awaken in us the slightest sympathy. We 
look down on them from an eminence of serener sanity. They 
are quite unconscious of the mirth they arouse. Their folly 
is so engrossing that they cannot be conceived of as joining 
in the laughter they provoke. In the following scene Adda's 
folly is adroitly shown us. There she expresses no sincere 
feeling, but the imitation of an emotion which she believes 



* Comedy, 6. 
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that delicacy and subtlety expect her to experience on such an 
occasion. 

A gardener was shaving the lawn. 

"Please spare those daisies/' cried Emilia. "Why do you cut 
away daisies?" 

The gardener objected that he must really make the lawn smooth. 
Emilia called to Adela, who came and hearing the case said, "Now, 
this is nice of you. I like you to love daisies and wish to protect 
them. They disfigure a lawn, you know." And Adela stooped, and 
picked one, and called it a pet name, and dropped it. 

This is delicate and subtle, yet utterly destructive. It is 
an exquisite gesture of reproach such as few Frenchmen and 
no English writer except Meredith knew how to make. Yet 
nothing in the scene except the daisies is real. 

This spirit of critical laughter, moreover, is foreign to our 
traditions of humour in being completely unsympathetic. It 
bids our mirth kindle over situations never before thought 
amusing by English readers. The sentimentalism of the Pole 
sisters when applied to their own love affairs is fraught with 
tragic possibilities, because here they are attempting to con- 
tradict nature when she speaks most imperiously. Meredith 
skillfully keeps their actions on a plane of comedy, although 
we see human lives wrecking themselves through their folly. 
In this respect he is like his master Moli^re and some of his 
frankly comic characters, like Moliftre's, often seem to the 
S3rmpathetic-minded Anglo-Saxon pathetic. But just as any 
one who sees tragedy in the career of Le Misanthrope or 
€teorges Dandin has failed to understand Moli^re's comic 
attitude, so anyone who feels at all persistently the tragedy 
in Alvan, Richmond Roy, or Purcell Barrett, has allowed the 
essence of Meredith's comic spirit to escape him. 

Mr. Barrett is Cornelia Pole's lover. Sandra explains the 
excessive sensual subtleties of the two by saying *'when they 
meet they talk across a river." The river that flows between 
Ihem is that of Fine Feelings, and they both think more about 
them than about each other. Cornelia persists in the duties 
which she supposes the refinements of her emotions demand 
of her and lives on in her iridescent mist. Mr. Barrett, a 
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sentimentalist of a different sort, attitudinizes himself into 
the one consistently amusing suicide in all English literature. 
Molidre would have been proud of this triumph of comic 
aloofness. Purcell Barrett is a self-tormenting sentimental- 
ist. The fact that the hours will advance is to him emotional 
death. He is remorselessly reverential. And this super- 
stitious reverence he wreaks upon Cornelia. *'What Cornelia 
was in the first flaming of his imagination around her, she 
was always, unaffected by circumstance to remain." As his 
ideal, she was refused the gift of two legs. He made no 
tolerant allowance for human laws or natural laws. They 
both thwarted him. Life from its very nature was bound to 
make him wretched. But one avenue of peace was open to 
him. He was forced to leave the universe which woidd not 
stand still for him like Joshua's moon in Ajalon. 

The paragraph in which he is dismissed displays the 
essence of Meredith's attitude toward him. His landlady has 
been amusing him with idle chatter. 

When she said: "Your flre shall be lighted tonight to welcome 
you", the man looked up, and was going to request that the trouble 
might be spared, but he nodded. His ghost saw the burning flre 
awaiting him. Or how if it sparkled merrily, and he beheld it with 
his human eyes that night? His beloved would then have touched 
him with her hand— yea, brought the dead to life! He jumped to 
his feet, and dismissed the worthy dame. On both sides of him. 
Yes and No seemed pressing like two hostile powers that battled for 
his body. They shrieked in his ears, plucked at his fingers. He 
heard them hushing deeply as he went to his pistol-case, and drew 
forth one — he knew not which. 

This is pure comedy of a rigorous sort. As such it skill- 
fully holds aloof any sympathy which would condition the 
sheer thoughtfulness of our laughter. Formed in a different 
comic tradition, the normal English reader is made uncom- 
fortable by the irresistible impulsion of this new sort of mirth. 
He laughs, but feels that his laughter is somehow irreverent. 
No man in this tragic situation would arouse his mirth. Sir 
Purcell Barrett, he then infers, is no real man. He and his 
fellow tragic comedians never existed outside the pages of 
Meredith's novels. 

22 



Digitized by VjOOQIC 



338 UNIVERSITY OP WISCONSIN STUDIES 

Sir Willoughby Patteme, though not one of the sentimental- 
ists, is like them in being the personification of an abstract 
conception, not the dramatic presentation of a human being. 
Mr. Chesterton tells us that he is not a man, he is a vice. It 
is perhaps truer to say that he is a universal foible created 
to be destroyed by laughter. Sturge Henderson says, ''The 
aim of the book is Comic drama in the style of Molidre, ex- 
position of a single typical character ; and within these limits 
it must be judged."* To attempt to see in Sir Willoughby 
a counterpart of ourselves is then to ''introduce a standard 
of realism disavowed by the author and to miss his conception 
of Comedy as a stillatory — ^a condenser.'" But Sir Willough- 
by is not a typical character, he is the projection or, if you 
will, the condensation of an idea. He is the very dragon of 
self whom Meredith conceives as being at eternal war with 
the voice of Earth striving to speak in those who must lose 
themselves in Nature in order to find themselves. He, too, 
has been created by a nimble-witted critic who was compelled 
to bring into being the material upon which to exercise his 
faculty. 

Certain of Meredith's heroines, then, lose their humanity 
in becoming the latest flower of the Earth. They are not 
real, but the ideal of an imaginative materialist. His comic 
characters appear to have been created not out of the stuff 
of experience, but out of the needs of his reformatory Comic 
Spirit. 

Not all of Meredith's characters have been thus created by 
way of his philosophy. In the early part of his career, the 
artist in him was the stronger. Richard Feverel and Lucy, 
Evan Harrington and Rose Jocelyn, the Countess de Saldar 
de Sancorvo, Sandra Belloni, to name but a few, and scores 
of lesser characters even in his later novels who have no 
philosophical burden to bear, are moved by impulses of the 
human nature that we know. The older Meredith grew, the 
more the artist was submerged by the philosopher. 

This intellectual progress is by no means peculiar to Mere- 



* George MeredUh, NoveUat, Poet, Reformer, 168. 
•Jbid, 
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dith. Most English novelists who are more than mere observ- 
ers undergo a similar development. Adam Bede is a better 
novel than Daniel Deronda, though the latter is the best 
presentation of the typieal human problem as George Eliot 
saw it. The Return of the Native, probably Hardy's best 
novel, is not nearly so adequate an expression of the author's 
pessimism as is Jude the Obscure. Meredith's progress, how- 
ever, is perhaps the most illuminating to study because in his 
intellectual growth the two forms of creation can be isolated 
and compared. In other novelists the general ideas and the 
particular observation seem but different aspects of the same 
intellectual process. In Meredith's poetry and in his liter- 
ary criticism we can see his philosophy in its pure form, as 
it were, anterior to its dramatization in the novels. 

When these ideas of his were once completely formulated, 
a human being became more important to Meredith for his 
place in his philosophical system than for his human individ- 
uality. Then the meaning of experience became so strong 
to him, that he lost its tang. Then he ceased filling the veins 
of his characters with warm human blood and substituted a 
much less vital ichor brewed in his metaphysical laboratory. 
Now this has grown cold and the figures in whom it has been 
coursing have hardened into fixed philosophical concepts. 
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WiLLARD Edward Fabnham 

Although Chaucer's ParlemerU of Faules shows definite 
points of relationship to a wide-spread folk-tale which may be 
called The Contending Lovers, no appeal to such versions of 
this tale as we have, numerous though they are, can go far 
toward explaining the fact that the rival suitors in the Parle- 
ment are birds, not men and women. In a previous paper^ 
I have tried to show that by the nobility of the tercel eagles 
and by the importance which rank plays in their dispute 
for the hand of the formel, by the pleading before a judge 
(in this case Dame Nature), by the perplexity of the judge, 
by the granting of the choice to the f ormel, and finally by the 
all-important indecisive conclusion of the story, — ^by all these, 
and perhaps most notably by the last two features, Chaucer's 
poem earns a right to be classed as a version of The Contend- 
ing Lovers. The folk-tale is a hoax story told simply to 
arouse a discussion by its tantalizingly incomplete conclusion. 
So is the Parlement a hoax when judged by every criterion 
which we can erect from a study of the folk-tale. Whether 
Chaucer intended to make his poem an historical allegory or 
not, the apparent sources furnish a sufficient explanation for 
the truly vexing peculiarities of his story. Historical alle- 
gory, then, is at least unnecessary to one satisfactory inter- 
pretation.* 

» The Sources of Chaucer'e ^'Parlement of Foulea** Publicatione of t*# 
Modem Language AaaociatUm, XXXII (1917) : 492ff. 

>A8 I have remarked before (Pub. Mod. Lang, Aaaoo, XXXII: 516ff.) 
interpretation by allesTory and interpretation by sources are not mutually 
exclusive, but yet in the light of our present knowledge the allegorical 
can only be regarded as superimposed on the nonallegorical theory. 
Professor O. F. Emerson in a paper which I am sorry to say I inadvert- 
ently omitted to mention in the notes to the above article argues very 
truly that when conventional features are shown for a work aU other in- 
terpretation is not necessarily excluded. ( What i» the Parlement of F0UI99, 
Journal of English and OermtMio Philology, XXIII: 566ff.) 
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But in a version of The Contending Lovers from II Para- 
diso degJi Alberti by Giovanni da Prato,* a tale from Chaucer's 
own time which is essentially similar to the Parlement, and 
in almost all ancient or modem versions of our tale, birds 
play no part whatever as characters. Obviously, before the 
love story of the Parlement can be fully explained, some 
account will have to be taken of a process of change or com- 
bination whereby human actors become birds. 

The conception of animals talking like men and women 
and acting human comedies and tragedies, which makes 
possible a large mass of popular and sophisticated bird liter- 
ature, seems to have its origin in Buddhistic beliefs. India 
was the birth-place of the fable, and logically so.^ A country 
where the orthodox belief in metempsychosis forced man to 
see souls in animals would inevitably attribute passions, 
speech, and distinctive human characteristics to animals. 
The Buddha himself in the Jdtakcts, or Buddhist birth-stories, 
appears frequently in an incarnation as an animal, and in 
several human incarnations he has the accomplishment widely 
believed in folk-lore to be possible of attainment, the under- 
standing of the language of animals." Very frequently the 
Jdtakas with their gdthas or moral verses, which sum up their 
teachings, are complete fables, moral and all. 

The transmission to Europe of such Oriental apologues 
and beast fables as we find represented in the Jdtakas and 
other eastern collections is a well known and minutely studied 
phenomenon. Whatever may have been the route by which 
they came, through Phaedrus, Avianus, Babrius, or other 



s PuhUcatUyM of the Modem Lanouage AsBOciatUm, XXXII : 496tt. 

*For representative brief dlscussfons of the matter, see Benfey, Poia- 
90\atantra, I, | 226 ; Coaquln* ConteB popvlairtfa de Lorraine, I, Introduc- 
tory essay, p. zxlli; Lolseleur-DeslonKchamps^ Baeai aw lea fahlea 
indieiinea, 1888, p. 6. See also Jacobs, Joseph, The Fahlea of Aeaop, 1889, 
I: 43ff. 

*From amongr many examples see The Jdiaka, I, tr. Chalmers, Robert, 
1895, No. 84: 87ff.. Maccha-Jdtaka; same work, in, tr. Francis, H. T., 
and NeU, R. A., 1897, No. 416: 249. An ability to understand the 
speech of birds or animals is, of course, too often found attributed to 
folk-tale heroes in almost every country to require extensive illustrations. 
It may be interestingr. however, to note a case from The Contending Lov- 
era found in the Vetdlapanchavinaati, tale 7, where the second lover has 
the accomplishment. 
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western collectors, the beast-tales, both satiric and moral, took 
a large place in the literature of the Middle Ages. What is 
still more important for our present discussion, we know that 
the so-called Fables of Aesop were much esteemed by the 
Norman French and that they were very popular in England.* 
Marie de Prance sa3ns that she is rhyming in French certain 
fables which **li reis Alvrez" translated into English.^ Mr. 
Jacobs argues for a certain Alfred the Englishman (fl. c. 
1170 (a. d.) as the Alfred mentioned, maintaining that it is 
this translator whom Marie confuses with King Alfred.* He 
also argues very plausibly for the existence of **a Jewish 
dragoman" at the side of Alfred aiding him by making 
translations from the Arabic* This Jew, named Berachyah 
ben Natronai ha-Nakdan, has to his credit a collection of 
fables called Mishle Shu'alim, and Mr. Jacobs thinks that he 
lived and wrote in England towards the end of the twelfth 
century.^® 

At any rate, the Middle Ages had in its tales, its bestiaries, 
and its poetry, no small stock of animal-lore, much of it 
Oriental in origin. The use of animals as talking and acti^ig 
characters runs a wide gamut of variation. Frequently the 
animals do things and say things which are obviously intended 
to point a moral, as in the fable proper. Often this moral 
is carefully laid out in the conclusion of the tale so that there 
is no mistaking it on the part of the reader. Another class 
of beast-tale, however, is that which Mr. Jacobs calls satiric.** 
In this the teller aims a satiric shaft at the world and its 
foibles. Examples are stories of Reynard, and from our own 
day the stories of Uncle Remits. Again animal characters 
in medieval literature may be of the stiff and formal sort 
which we find in a well defined class of poems dealing with 
bird- or animal- parliaments. Here drollness or sprightli- 
ness is lacking and the beasts give us desperately wearisome 



* Jacobs. Joseph, The Fablea of Aeaop, 1889, 1 : 158ff. 

' de France, Marie, Fahlee, ESpil., v. 16., quoted by Jacobs. 

"/Wd., I: ISTff. 

•Ibid., I: 168ff. 

'• Ibid., 1 : 176. 

"For bis classification see work cited, I: 206ff. 
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platitudes meant to be good advice." But aside from these 
classes of literature we have stories and poems which intro- 
duce animal or bird characters for themselves alone, not for 
the purpose of pointing the inevitable moral or of displaying 
wisdom. Here the beast actors assume a purely artistic role, 
such as that played by the beasts who help the hero in the 
well known folk-tale The Thankful Animals, or, to take an 
example of quite another sort, such as that played by the 
birds in the highly sophisticated love-vision poetry.** 

Now it is fairly obvious that in some way certain beast-tale 
conventions have found their way into the Parlement of Foules, 
and that as we find them they constitute threads in a literary 
fabric which we already know to be closely woven of several 
different colored strands. Attempts to discover possible sources 
for the Parlement have almost always been directed toward 
the turning up of literature in which appear birds to a greater 
or less degree comparable to those in the Parlement. Strange 
to say, however. The Contending Lovers, very similar in the 
essential features of its plot to the love story in the Parlement, 
does not furnish a set of bird lovers like those in Chaucer's 
poem. Often in material suggested as a source for the 
Parlement we have had birds but no love story; in The Con- 
tending Lovers we have the story but no birds. The problem 
18 to find the most likely sources for the kind of bird actors 
which Chaucer uses. 

Before we go farther it would be well to take stock of 
possibilities. Parts of beast-tale tradition are mixed with 
The Contending Lovers, helping to make the poetic and im- 
aginative version of our hoax which comes from Chaucer's 
hand. The usual version of the folk-tale shows no such mix- 
ture. Thus the question at once arises: to whom are we to 
give credit for this fitting and joining! Did Chaucer find 
birds as the lovers in his source or did he not! There are 
distinctly two possibilities here, and consideration of each 
will raise highly interesting questions. If Chaucer himself 
fitted and joined the bird-lore to The Contending Lovers, 



*' For a brief discussion of these poems see pp. 860, S61 below. 
<* This will also be dUcussed later. See pp. 862-S64 below. 
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where did he find his inspiration for the birds, their traits, 
and the roles they playt If the combination of elements 
came to him already made, what shape did it assume before 
he worked with it, and how did he see fit to modify itf 
Chaucer the literary craftsman is certainly involved in these 
problems. 

There is one work which contains inspirational possibilities 
for Chaucer's birds, and since it is the one work of the sort 
which Chaucer mentions by name, we are justified in examin- 
ing it first of all and disposing of it The De Planctu Naiurae 
of Alanus de Insulis has been much discussed as the souree of 
the main idea of the Parlement. Now, however, the opinion 
seems to be growing that as a source for the real story the 
Planctiis is wholly impossible, however much it may have 
furnished Chaucer hints for his description of Nature and 
for certain other details.^^ In Alanus there is a list of birds, 
which tallies at many points with Chaucer's enumeration of 
birds present at the parliament. This list very possibly, nay, 
probably, aided mere memory and personal observation when 
Chaucer came to name and characterize the individuals in 
his assemblage. 

But Chaucer did not follow Alanus slavishly even here. 
A brief review of the facts will show this. Alanus*' describes 
Nature as robed in a garment of beautiful changing hues on 
which ''as a picture fancied to the sight" is being held a 
parliament of the living creation. Thirty-two birds are men- 
tioned, each being briefiy characterized after the fashion in 
Chaucer. In the Parlement there are about the same number, 
thirty-six to be exact, but there are many changes in the 
personnel. For instance, we find in Alain but not in Chaucer 
mention of the ostrich, the phoenix, the wild cock, the 
partridge, the parrot, the hedgesparrow, the lark, and that 



''I have discussed the PlanctuB briefly from this viewpoint in the 
previous paper already referred to, PuhlicationM of the Modem Lanffuagt 
AeeooiatUm, XXXII: 492ff. 

^For the passage in question see Anfflo-Latin Satiriodl Poete, ed. T. 
Wright, II: 487; or see Slceat's Chaucer, I: 74. where it is quoted 
in full. A translation has been made by Moffat, Douglas M., Yale 
Btudiee in Bnoliah, XXXVI : llff. 
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doubtful **bird" the bat, some of which seem to have been 
omitted by Chaucer as obviously too exotic for his scene. On 
the other hand, Chaucer has added to Alain's muster roll 
the swan, the jay, the lapwing, the starling, the robin, the 
cuckoo, the cormorant, the thrush, and the fieldfare. Most 
of these certainly have legitimate places in his company. 
Also for the eagles and hawks Chaucer makes subdivisions 
into kinds. Chaucer is still more original when he comes 
to characterize his birds. Although, for instance, the prom- 
inent characteristics given the cock, the owl, the pye, the 
jackdaw, and the turtle-dove are much alike in both authors, 
many other birds in Chaucer are not characterized like their 
corresponding figures in Alanus. 

Such help as Chaucer may thus have obtained from Alanus 
it is well to consider, but it seems folly to say that in the 
Planctus Chaucer found enough inspiration to turn human 
lovers into bird lovers, and that * * there 's an end on 't. ' ' There 
is no love story in Alanus, no pertinent story of any sort 
involving the birds. We must go afield and search other 
likely places if we are to find anything like this. 

What are we to look fort Such resemblances between the 
use of birds in Chaucer and in literature which Chaucer 
probably knew as have been from time to time pointed out 
will come in for later consideration in this paper.^* They 
show possibilities, and in the consideration of a poem which 
is as clearly a combination of different literary pieces as the 
Parlement, all possibilities help us to form our conclusions. 
But none of these has been felt to be the one definite source to 
which Chaucer went. They all fail in not presenting birds 
acting in a love drama which has any close resemblance to 
that in the Parlement; the birds assume only minor roles in 
some story which has little to do with their own fortunes. 

In a way, then, we have defined what is still to seek. In 
The Contending Lovers we have already found a story of 
lovers pleading before a judge, with both the loved one and 
an audience present and taking an interested part in the pro- 
ceedings. The maiden, in truth, takes such an interested 



M See below, p. 857 tt. 
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part in the progress of the case that she is finally given the 
privilege of choosing her lover after the dietated of her own 
fancy, the judge being hopelessly perplexed by the vexing 
equality of claims advanced by the lovers. Now if we could 
find a story resembling this (naturally in literature with some 
means direct or indirect of reaching Chaucer) , which has birds 
for actors, we could hail it as a starting point in our in- 
vestigation. 

A story, which may not be able to fulfill all requirements, 
but which seems to be none the less highly important, is forth- 
coming from folk-lore, and from folk-lore of the most respect- 
able antiquity. In the Jdtdkas among the many tales ascribed 
to the Buddha is the following, a translation of which^' it will 
be well to quote in extenso before further discussion : 

Once on a time, in the first cycle of the world's history, the Quad- 
rupeds chose the Lion as their King, the fishes the monster-fish 
Ananda, and the birds the Golden Mallard. Now the King Golden 
Mallard had a lorely young daughter, and her royal father granted 
her any boon she might ask. The boon she asked was to be al- 
lowed to choose a husband for herself; and the king in fulfillment 
of his promise mustered all the birds together in the country of 
the Himalayas. All manner of birds came, swans and peacocks and 
all other birds; and they fiocked together on a great plateau of 
bare rock. Then the king sent for his daughter and bade her go 
and choose a husband after her own heart. As she reviewed the 
crowd of birds, her eye lighted on the peacock with his neck of 
JeweUed sheen and tail of varied hue; and she chose him, saying, 
"Let this be my husband." Then the assembly of birds went up 
to the peacock and said, "Friend peacock, this princess, in choosing 
her husband from among all these birds, has fixed her choice on 
you." 

Carried away by his extreme Joy, the peacock exclaimed, "Until 
this day you have never seen how active I am," and in defiance of 
all decency he spread his wings and began to dance, — and in danc- 
ing he exposed himself. 

Filled with shame, King Golden Mallard said, "This fellow has 
neither modesty within his heart nor decency in his outward be> 
haviour; I certainly will not give my daughter to one so shame- 
less." .... Right in the face of the whole gathering King 



"From The Jdtaka, I, tr. Chalmers, Robert C, 1896, No. S2, pp. 88-4, 
Nacca-J&taka. 
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Royal Mallard gare his daughter to a young mallard, a nephew of 
his. 

Thus goes the tale as it is given by the Buddhists of India. 
What is undoubtedly the same story appears in Tibet in the 
following f orm,^® which may be summarized briefly : 

In times long past there lived the flamingo-king Rashtrap&la. 
At a certain time the birds which dwell in different countries hear 
that the daughter of this king is going to choose herself a husband. 
They assemble for the choice, each hoping that he will be her spouse. 
The princess looks at the peacock and says, "He shall be my hus- 
band." When the birds inform the peacock of his good fortune, 
he begins to dance, and because of this shamelessness and impu- 
dence, the king forbids the marriage. In this version no suitor Is 
chosen to fill the place of the rejected peacock. 

The intrinsic interest and importance possessed by this tale 
is enhanced by its occurrence among the Jdtakds, which are 
called by one English translator ''the oldest, most complete, 
and most • important collection of folk-lore extant.'*** The 
Jdtakas show many features which relate them to Buddhism, 
but they also contain age-old floating folk-lore ready to be 
fixed in any collection of tales. The ways in which they 
spread to folk-literature outside India are most interesting. 
As Mr. Cowell remarks,'® "The same stories may thus, in the 
course of their long wanderings, come to be recognized under 
widely different aspects, as when they are used by Boccaccio 
or Pogg^o merely as merry tales, or by some Welsh bard to 
embellish King Arthur's legendary glories, or by some Bud- 
dhist samana or mediaeval friar to add point to his dis- 
course." Mr. Jacobs even finds most interesting examples of 
what he calls ''the insidious spread of Buddhistic tales" in 
the Uncle Remus stories from the negroes of the southern 
United States." In Uncle Remus 's story of The Tar-Baby 
he finds identification with the Jdtaka of the Demon mth the 



»Schlefner. P. Anton, Tibetan Tales (translated from Kah-Gywr), 
translated into English by Ralston. W. R. S., 18S2. No. XL.VI. p. 854. 
The Peacock aa Bridegroom, 

"Davids, J. W. Rhys. Buddhist Birth Storiea, 1880. Introd.. I, p. Iv. 

«• Cowell. B. B.. The Jdtaka, I, Pteface. p. vli. 

^The Fables of Aesop, I: lS6ff. 
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Matted Hair, and in the story of Brer Rabbit and his Famous 
Foot he sees a '^ survival" of the worship of Buddha's foot in 
later Buddhism. And again, as we are reminded by Mr. 
Jacobs,*' the degradation in the status of women which is 
often blamed upon early Christianity, has no origin in truly 
Jewish or Christian beliefs, but in Buddhistic. We even find 
the Judgment of Solomon attributed to Buddha." 

All this helps to show that a story of a princess and her 
bird lovers such as we find in the Jdtaka just quoted, even 
though it occurs in a collection of stories out of the times be- 
fore Christ, is yet not such a long way as one might at first 
imagine from the literature of the Middle Ages and from 
Chaucer. We know already that one such tale did reach 
Chaucer. The Pardoner's Tale undoubtedly contains a 
Jdtaka*^ Moreover, that our tale of birds had some i)opular- 
ity and actually did travel is shown by the version from Tibet 
quoted above. The importance of the story would be greatly 
augmented if a European version could be found, but al- 
though its occurrence would not be surprising, I have so far 
been unsuccessful in my search for it*' At least, however, 
the existence in the stream of folk-literature of a tale in which 
a bird princess is g^ven the power to choose from among as- 
sembled bird lovers has been demonstrated, and the possibility 
of its reaching Europe in the Middle Ages is undeniable. 

The possible basis for a combination of such a bird story 
with The Contending Lovers is plain enough. In order to 
have the matter under consideration handily before us, it will 
be well to give here a summary covering most versions of The 
Contending Lovers:^* 

» The Fables of Aesop, 1 : 188. 

»/&W., I: 180ff. See The Jdtaka, VI. tr. Cowell and Rouse, l^. 
168. for the tale. Here the sage has the disputing mothers engage in 
a tug of war. one holding the feet and the other the hands of the chUd. 
The mother desists when the child cries out in pain, and proves her right. 

^The Vedabbhct-Jdtaka, No. 48 of Fausboirs text See Oriffinala amd 
Analoffuea (Chaucer Society) pp. 417ff; Clouston. W. A.. Popular Taiee 
and Fictions, 11 : 879ff. 

"I leave out of the question here, of course, bird parliaments caUed 
for other purposes than to decide upon a lover, which are as common in 
medieval Burope as elsewhere. These will be discussed later. 

» See Publications of the Modem Language Association, XXXII : 506ft., 
where the general tale and its various types are treated. 



Digitized by VjOOQIC 



THE FOWLS IN CHAUCER'S PARLBMENT 349 

Three or more youths (sometimes as many as seven) fall so 
violently in love with the same maiden that no one will give 
way to another. The young men usually perform an impor- 
tant service for the maid, often by means of highly skilled 
arts or professions, to the accomplishment of which each 
lover makes an indispensable contribution. However, the 
suitors may have claims resting on nobility or on general 
excellence and worth. The question naturally arises, **Who 
has earned the maid for his wifet" There is a dispute, and 
very often a judge in some guise, perhaps the father of the 
girl, hears each lover state his case in turn. Frequently there 
is an audience more or less formally assembled for this hear- 
ing, and the audience takes an interest in the proceedings. 
Sometimes after the pleadings, the judge in his perplexity 
allows the maiden to choose for herself. In any case, the 
normal tale concludes with no lover chosen, and the problem 
still unsolved. The Contending Lovers is thus essentially a 
problem or hoax tale, and one of its rightful adjuncts is the 
lack of a definite decision among the lovers. 

In the Jdiaka of the bird king smd his marriageable daugh- 
ter, to be sure, there is no service performed by the lovers, as 
in the tale just summarized. The points of possible contact 
between the stories are hardly to be found here.*^ But in 
both the folk-tale of bird characters and in Tlie Contending 
Lovers we find** a concourse assembled by announcement of 
the presiding character. This assembly in The Contending 
Lovers may take parts of varying importance in the business 
of the day, but often it says much. In the ParUment of 
Foules Chaucer makes the most of his possibilities by giving 
the birds characteristic speeches. The assembly in both folk- 
tales comes together under a judge to witness the choosing of 
a husband for a royal maiden ;*• and the lovers in both tales 
are usually of high lineage themselves, except in some more 
modern versions of The Contending Lovers. In the Jdtaka, 



^ It should be kept in mind, however, that in many versions of The Con- 
tendiiiff Loverw and notably in the ParlemmU of Foulea the feature of pro- 
fessional or skilled service is much toned down, refined, or even eliminated. 

"Not alwasrs in The Contending Loven, of course, but often. 

** In The Contending Lovers the maid te usually a princess. 
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as well as in many versions of The Contending Lovers, we find 
the royal father of the princess as judge. Moreover, the im- 
portant feature of the granting of choice to the maiden oc- 
curs in both the Jdtaka and in several versions of The Con- 
tending Lovers,^^ the Parlement, of course, included. In the 
bird tale from Tibet we even find that no final decision is 
made, although the tale has not the distinctive characteristics 
of the hoax story found in The Contending Lovers. 

All of these similarities taken together make it wholly 
plausible that when in the course of transmission and migra- 
tion from people to people our Jdtaka, or some tale related to 
it, found itself side by side with some tale of contending lovers, 
a narrator may have seen the possibilities of combination. 
Why not have bird lovers and a bird assembly! The chance 
to put thereby an interesting imaginative twist upon an old 
tale is undeniably good. But perhaps the most distinctive 
likeness between the two tales, and the one which would draw 
them together most quickly, is that lying in the granting of the 
choice to the princess, be she bird or woman. For the Jdtaka 
is undoubtedly the story of a svayamvara (literally, self- 
choice) f an ancient and well established Indian institution, if 
we are to believe what we are told of it in Indian literature ; 
and those versions of The Contending Lovers in which the 
choice appears seem almost certainly to be influenced by 
svayamvara traditions. 

The svayamvara, with its influence upon The Contending 
Lovers and kindred folk-tales, forms too large a subject for 
adequate treatment in this paper, but its character may be 
briefly indicated.*^ In the Indian epics a king frequently 
decides that his daughter shall have the privilege of choosing 
her own husband, sometimes at the request of the daughter 
herself. He announces to all eligible monarchs of the land that 
the princess' svayamvara is to be held on a certain day. The 
choice may be made out of doors in an amphitheatre or in- 



*For a llBt of these see Publications of the Modern Langwioe A«- 
eociation, XXXII : 513. note 47. 

*> I hope to treat it at greater length in a detailed study of The Con- 
tending Lovers. 
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doors in a svayamvara hall, but in any case great pomp and 
ceremony attend the event, and the common people usually 
form an interested audience, making it a gala affair. The 
competing suitors range themselves before the princess and 
she chooses the one after her heart.*^ Perhaps the suitors 
mAy have to do more than merely wait passively. They may 
have to perform feats before the choosing.** 

It may seem rather abrupt and categorical to conclude at 
once that evidences of the svayamvara are found in the per- 
mission given to the formel by Dame Nature to choose her 
mate. But in The Contending Lovers, where the father of the 
princess often grants the choice, the similarity to the oriental 
custom is plainer. In default of a more detailed connection 
of the folk-tale with the svayamvara, it may be suggested that 
in one of the earliest Indian versions of the tale'* we have 
features of a self -choice which are pretty certainly connected 
with the svayamvara. Thus we have established, at least ap- 
parently, the mingling of svayamvara and folk-tale at an 
early stage in the development of our story. 

But it is best not to go too far afield in our argument. We 
may conclude that the indisputable svayamvara character of 
the bird tale in the Jdidka and the feature of self -choice in 
The Contending Lovers, which is probably influenced by the 
svayamvara, form a good point of fusion. Whatever the 
origin, the similarity is beyond dispute. 

A complete union of the story of bird lovers and of the 
story of contending lovers would produce a tale very close to 
that in the Parlement. Certain changes would be made in 
the version of The Contending Lovers. The lovers, for in- 
stance, might lose some of their skilled accomplishments and 



"■For typical stories of the 9vayamvara from the epics see The Ifo- 
hdbharata in Buffliah, tr. Prftt&pa Chandra R&y, Calcutta, 1S89, AdI 
Parva, Section CII, pp. 806ff; ibid., Vana Parva, Section CCXLII, p. 
866 ; ibid., Adi Parva, Section CXII. p. 882 ; Harivamsha, tr. Manmatha 
Nath Dutt. Calcutta, 1897. Chap. CXVIII. p. 507. 

** Mahdbharata, tr. R&y, Adi Parva, Section CLXXXVII, pp. 624tt. Ap- 
parently it is not necessary that a maiden have absolutely free choice 
at a Bvayamvara. Under such conditions as these she can only take a 
man who can perform the feat. 

*«See Vetdlapanohavinaati 7; for a translation see Barker, BaUdi 
PaohW, p. 162. 
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be fi^ven other claims to the love of their lady. These claimii 
might be based on rank. They would then be entirely in ac- 
cord with the spirit of the svayamvara, and would be some- 
thing like the claims found in the Parlement. Undeniably the 
Parlement is not very far from being an ideal combination 
of a bird svayamvara and of such a svayamvara^LS we find in- 
corporated in The Contending Lovers. The tercel eagles are 
under this interpretation something like kings from sur- 
rounding countries suing for the princess' hand. Dame Na- 
ture takes the place of royal father. But aside from the 
Parlement we have no story with the combination fully made 
and all characteristics showing. Chducer's poem must re- 
main the one example of the fusion carried to its logical result. 
Nevertheless, we may find proof that combination of The 
Contending Lovers with animal-lore did take place elsewhere 
than in Chaucer. For Chaucer, — or his predecessor in com- 
bination, if he had one, — does not stand as the only teller to 
take characters for that tale from the animal kingdom. In a 
version of The Contending Lovers from West Africa we find 
the suitors to be not birds exclusively, but creatures among 
which a bird appears. The story bears the title How the 
Spider Won and Lost Nzambi's Daughter,*^ and for its in- 
terest deserves careful summary : 

Nzambi has a beautiful daughter. She swears that no one shall 
ever marry the girl unless he can obtain the heay^Dily fire from 
Nzambi Mpungu, who dweUs in the regions above. The spider sets 
ouC to win the maid, calling to his aid the tortoise, the woodpecker, 
the rat, and the sandfly. 

From the blue vault of the sky the spider succeeds in suspending 
9 silken thread, and up this he and his troop of helpers cUmb. The 
woodpecker pecks a hole in the "roof and all enter Heaven. Nzambi 
Mpungu is courteous, but is not at all anxious to give up his fire. 
He imposes certain tests upon the visitors. At his request the tor- 
toise gets bamboos from earth, with which a shed is built The rat 
is then placed within, and the shed is burned, but the rat escapes 
from the ashes unharmed. Nsambi is perplexed because his teats 
have not disposed of the troublesome companions, and he goes away 
in order to have a conference with his friends. But the sandfly 



** Dennett, R. E., Folk'Lore of the Fjort, London, 1898. No. 16, pp. 74fe. 
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follows him and oTerhearo the discussion, thus learning where the 
fire is kept Consequently when Nsambi returns and says that he 
will giTe the fire if searchers can find it, there is no more trouble. 
The companions go to the place which the sandfly designates, pro- 
cure the fire, and return to earth. 

Now Nzambi gives her daughter to the spider in marriage. But 
dissension arises, for each helper grumbles and maintains that he 
has first right to the girl because of the indispensable serrice which 
he has performed. Nzambi finally says: "Nay, the spider undertook 
to bring me the fire; and he has brought it. The girl by rights is 
his; but as you others will make her life miserable if I allow her 
to lire with the q^ider, and I cannot give her to you all, I will give 
her to none, but will give you each her market value." 

It is at once noticeable, however, that this tale has nothing 
of the svayamvara. Perhaps strongly African features have 
ousted it. Quite African is the offer of the parent to give 
each of the contending lovers the market value of the girl; 
she thereby does her level best to solve the insoluble problem 
which is so characteristic of the hoax. It will be remembered 
that the performance by the lovers of feats instead of service 
useful to the maiden is not^ an uncommon later variation of 
our tale.^ In the assigning of the tasks there is an obvious 
attempt in the African story to make the suitors skilled rep- 
resentatives of different divisions of the animal kingdom, and 
consequently the woodpecker is the only bird among them. 

But in spite of all this, the fact remains that in some tale 
besides Chaucer's is found the innovation of characters not 
human. We may be doubtful as to whether the African tale 
is more than a local manifestation of the African's attitude 
toward animals, as to whether, in other words, the story of 
Nzambi 's daughter represents a tendency to combination that 
might be potent in Europe as well as in Africa. For the 
African has an amazing and peculiar delight in tales like 
this*^ where a beautiful human princess is wooed by animal 



**See PubUcatUma of the Modem Language Aaeooiation, XXXII: 612, 
note 45. 

" In one African tale, which, however, can make no pretension to 
being a true version of The Contending Lovers (Nassau. Robert H., Where 
AnimaU Talk, Boston, 1912, No. 16, Part II. pp. 134ff., The Suitora of 
Niambo*a Daughter) a man decides that his beautiful daughter shall 
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suitors. Nevertheless, African folk-lore often shows sur- 
prisingly close connection with that of the Orient and of 
Europe.** At any rate, a distinct fanciful conception of non- 
human characters in some ways very like that in the Parle- 
ment of Fovles does appear in the tale of Nzambi's daughter. 
Another African tale of animal suitors has none of the 
hoax characteristics of The Contending Lovers, but tells a 
delightfully humorous story of a contest for an animal prin- 
cess.** The fair charmer in this case is the daughter of King 
Gorilla. When she reaches marriageable age her father sends 
to all the surrounding tribes and announces that whoever will 
drink a whole barrelful of a **new kind of water" shall win 
the princess. Suitors from various animal tribes compete. 
The ''water", though, turns out to be nothing less than rum. 
After it has proved too much for the elephant, the hippopot- 
amus, and other valiant contenders of supposedly unlimited 
capacity, the monkey wins the coveted prize, amid exclama- 
tions of wonder. But he wins by craft. He smuggles all the 
members of his tribe into the tall grass near the fateful barrel 
and then makes to King Gorilla the request that he be al- 
lowed to take small sips from the cask and retire to lie down 
in the grass for a short time between sips. This is granted, 
and, of course, every time a sip is taken, the drinker is a dif- 



marry a beaat He announces that as a teat an aspirins lover must cut 
down a tree which he desifirnates, and this the tortoise does by cleverly 
finding a soft spot which the other suitors had not searched for. Signifi- 
cant as furnishing a possible echo of self-choioe conventions is the fact 
that the tortoise first asks the girl if she loves him. and if she will marry 
him should he succeed. In still another African tale (Dennett, FoVk- 
Lore of the Fjort, No. 12, pp. 60ff., The Twim Brothers) » one of two 
brothers who set out to travel in the world woos and wins for his wife 
a princess for whom many animals have made offers. 

" Mating between humans and animals, of course, crops up in the folk- 
lore of almost all peoples down through the ages; in fact, the cases arc 
so numerous that specific mention Is hardly necessary. The African Is 
merely inordinately fond of such a situation, and usually gives it a 
characteristic African character. In a tale from Russia (Ralston, Rueeian 
Folk'Talea, pp. 85 ff., Marya-Morevna) we find a rather interesting case 
of mating between maidens and birda A brother marries his three sis- 
ters to a falcon, an eagle, and a raven. These, however, can assume 
human shape at will, and later prove to be "thankful animals." 

••Nassau, Robert H., Where Animate Talk, 1912, No. 14, Part I. pp. eSflL, 
The SuUore of Princeee GorilUi. 
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ferent member of the tribe. By this division of labor, the 
'' water "*• is disposed of readily. 

As has been said before, we must be somewhat carefnl about 
connecting African animal tales with European tales. The 
African has developed the beast tale in his own way, and ex- 
amples of his tales in which animals play human parts might 
be multiplied almost without number.*^ Still, in the African 
tales just quoted there is much of the attitude toward animal 
actors which is evident in European folk-lore, and to that ex- 
tent these tales are significant. 

It will have been noticed that the contending lovers in the 
African tale of Nzambi's daughter show every evidence of 
having evolved from skilful companions into lovers with 
claims equal to those of their leader. At the outset the other 
creatures merely volunteer to help the spider by their skill. 
This suggests that in the tale of The Skilful Companions, 
which shows strong resemblance at some points to The Con- 
fending Lovers, but which should be carefully differentiated 
from it because of a total lack of the hoax element,** there 
may be found some evidence pertinent to our discussion. For 
if skilful companions aiding a hero in his love adventures 
may become animals, the metamorphosis of skilled contending 
lovers into animals may be regarded as all the more possible. 

At this point the well known tale of The Thankful Animals 
occurs to mind. The animals in the many and wide-spread 
versions of this story are of varying characteristics and of 
varying significance for comparison with the animal actors in 
tales we have just discussed. Frequently they can hardly be 
said to act human roles, but again they act and talk like 
humans, and even possess something like the highly skilled 
accomplishments of the men in The Skilful Companions. An 



^ As the editor points out, the appearance of rum in the tale does not 
necessarily ear-mark the whole plot as of recent construction. Rum may 
have been introduced to supplant some feature of an old tale of contest. 

^ It seems hardly necessary to cite well-known tales from the American 
negroes such as those of Uncle Remus. For an interesting collection of 
Malay stories which are very like the American in character, see Skeat, W., 
Fahlea and Folk-Talka from an Eaetem Forest, Cambridge, 1901. 

** PuhlioatUma of the Modem Language Association, XXXII: 507, note 
34. 
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interesting story known in different versions in the Orient 
and in Europe may well bear examination at this point. In 
whatever form it appears, the tale has to do with a magic 
ring. A version from Kashmir^' runs as follows : 

A young man gains nothing but contempt from his father for 
buying a dog, a cat, and a snake, each of which is under dispute by 
a group of people and in danger of losing its life. The animals are 
grateful and are the boy's constant companions. The snake one day 
proposes that if his master wiU come to the Naga (serpent) kingdom 
underground, the snake rajah, his father, will reward the benef^- 
tor with several magic things, among which is a charmed ring 
which will produce at a wish from its owner a beautiful wife and a 
fine palace. The young man goes with the snake, procures the 
gifts, and lives in great Joy with his new wife. 

But one day a powerful prince covets the young woman, and an 
aged aunt of his, an ogress, steals the ring from the young man, 
thus giving her nephew possession of the wife. When the cat and 
the dog see their master in dejection, they volunteer to undertake 
the difficult task of obtaining the ring. They travel to the prince's 
court, and find that the ring is in the stomach of the ogress. The cat 
catches a very clever rat and promises to release him only on con- 
dition that he get the ring. This he does by sticking his tail in 
the mouth of the sleeping ogress and making her vomit the precious 
article. Oat and dog then set out on the return journey, the dos 
by his strength helping the cat, and taking his companion on his 
back when swimming has to be done. But the dog is clumsy, and 
while holding the ring, twice loses it. Each time, the clever cat 
makes some animal recover it Once the cat makes a bird get it 
from the stomach of a fish. Finally the ring is returned to the 
young man, who is overjoyed at the chance to recover his wife. 

In a Hungarian version,** the dog and eat recover the ring 
in almost the same way, though the opening events of the 
story are somewhat different. 

A version from Asia Minor,*' however, rings an interesting 



^Knowles. Rev. J. Hinton, Folk-T(ilea of Kaahmir, 1898, pp. 20ff., The 
Charmed Ring. 

^Sklarek, Elisabet, Ungeuriache Volksmilrohen, Leipiig, 1909 (neue 
Folge), No. 28. pp. 282il. Der toundersame Ring, For yet other stories of 
this type see notes in this collection, pp. 297fr. 

**Camoy, F. H., et Nicholaides, Jean, Traditiona populairea de VAaie 
Mineure, 1889, No. 8, pp. 57if., I/Anneau de Bronze, 
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variation on the theme, which brings the story yet closer to 
that of The Skilful Companions. 

The queen of the mice sends three capable mice, who are sisters, 
after the magic ring. This is guarded by a Jew, who sleeps with 
it in his mouth. The first mouse is blind, the second is lame, and 
the third has an ear which is cut. They embark in a ship and sail 
to the place where the Jew liyes. The first of the trio guards the 
ship while the other two go after the ring. These find the Jew 
asleep, and the precious ring in his mouth as expected. The third 
drags her tail across the Jew's mouth, making him sneeze and re- 
lease the ring, and the second seises it. After the mice have put 
to sea once more with the prize, there is a heated discussion as to 
which sister is the most worthy of reward, and during the contro- 
yersy the ring is dropped into the sea and lost. It is, of course, 
later recoyered. 

Any discussion about the relative merit demonstrated by 
the principals in the story is not a usual feature of The 
Skilful Companions, and consequently this episode makes the 
tale of the mice doubly interesting to us because of the hoax 
or problem which it advances. 

So far we have been examining general reasons why the 
combination of bird- or animal-lore with The Contending 
Lovers is a plausible phenomenon. But taking it for granted 
that the combination could be effected without at all doing 
violence to what we consider possible and even probable in 
folk-lore, we have yet to consider a different mass of lore 
which could have exerted an influence on the matter in the 
Pcbrlement. Chaucer or a predecessor has evolved the story in 
the Parlement; the question now is what bird literature of 
Chaucer's time could add to the conception. So far we have 
not been sure that Chaucer was cognizant of all the material 
considered. The changes and combinations in the tale may 
have been made long before it reached him. But there is 
pertinent material which Chaucer, or any well-read contem- 
porary, must have known. 

To eke out the general conception of a bird parliament, not 
necessarily one assembled for the choice of a lover, the con- 
structor of the Parlement love story, be he Chaucer or some 
other, might have derived suggestion and inspiration from 
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numerous sources. Part of the heritage of the Middle Ages 
from the Oriental stock of apologues or animal tales was the 
bird parliament. It does not matter if Alanus does call his 
group of birds on Nature's dress an anirnalium concUium, 
an expression which Eoeppel has suggested as the origin of 
the title of the Parlement of Fovles.^ There are many other 
places where Chaucer could have obtained his title. Indeed, 
assemblies of birds occur in folk-literature all over the world. 
Often the members of such a parliament choose a king, but 
this is seemingly only an incident which became more popular 
than some others connected with such gatherings. The birds 
may hold an assembly to settle some other question which is 
troubling them. 

A few examples will show the exceptional spread and the 
well defined character of the bird parliament in folk-lore. 
Readers of folk-tales are too well acquainted with this sort of 
parliament to require an extensive demonstration of its ex- 
istence and character. The Jatdkas may be again pressed 
into service, this time to furnish an early Oriental descrip- 
tion of a gathering to choose a king.*^ In the first cycle of 
the world, we are told, man and all the animals choose kings. 
The birds of the Himalayas assemble on a flat rock and choose 
the owl for their king, but the crow protests. The crow flies 
away, and the owl pursues, and thereupon is inaugurated 
eternal enmity between the two birds. Then the birds choose 
the Gk)lden Goose for king. In the Panchaiantra there is de- 
scribed a parliament held for another purpose.*' Two birds 
have a dispute over the ownership of a nest, and a formal 
court is held to settle the matter, for the two call a general 
assembly of all the birds and plead their cases before them as 
a jury. 

Among the medieval writers who handle this particular 
form of beast tale is Marie de France. One of her fables 
tells of an assembly of birds which is called to choose a king 



-Herrtes Arohiv, XC (1898) : 149. 

«^ The jataha, translated by Rouee, W. H. D., 1896, No. 270, n : 242ff.. 
Ulukti-jataka. 
«* Selections trfinalated by Dubois, J. A., 1826, p. 98. 
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to succeed one which has been lost.** All the birds are there 
except the cuckoo, who so captivates the members of the parlia- 
ment by his singing at a distance that they think to elect him 
king. But a messenger who is sent to notify him of his elec- 
tion finds him of such ignoble mien that the birds reconsider 
their choice and elect the eagle.'® 

In the Anglo-Norman tales of Nicdle Bozon is one among 
many apologues of very definite Eastern origin, in which the 
birds have already chosen the eagle king and wish their 
parliament to choose a consort for him. The tale is brief 
and worth quoting because of the way in which the assembly 
concerns itself with marriage :^^ 

Les oyseauz diseient a lur parliament, puis qe le egle estolt lur 
roy, qe volelnt aver un compaigne a sofi eops. Et manderent al 
huwan qe venist al parliment (sic). Le huwan enquist des messag- 
era pur quoy fust mandde. Les autree diseyent: "Pur estre retgne." 
— ^"Bt sayez," dit ele, "pur qele enchesofi fui eslue plue qe nul autre?" 
— "Onr font les messagers» "pur vostre grosse test" — ^"OH?" fet ele; 
"si moy ayde Dieuz! si ma test fust desplum^e, ele serreit auzi grele 
com est la vostre." Cest ensample est assez apert. 

The natural French term for a bird assembly is parliament, 
as in the above anecdote. Instances do not have to be midti- 
plied to show that Chaucer could have found, and probably 
did find, inspiration for his title in other authors besides 
Alanus. 

In modem times the tale of Der Zaunkonig in Grimm,'* 
in which the little willow-wren handily outwits the parliament 
of birds assembled to choose a king by feats of strength, is a 
well-known example of the story. Moreover, tales of bird 
parliaments are often found among the Africans. A Hausa 
story"' relates that the King of Birds once came to Solomon 



«• Fable 22, Li parlemena dea oiaeax par faire Roi. 

■• It will be recalled that Chaucer makes the cuckoo in the Parlement a 
rou8li fellow with no manners. This would seem to be as much in ac- 
cordance with medieval traditions as the constant reference to the eagle 
and the falcon as noble birds. 

^Lea Contea Moraliaia de Nicdle Bozon, ed. Lucy Toulmin Smith et 
Paul Meyer, 1889. No. 68, pp. 74-6. 

"No. 171. 

» Tremeame, A. J. N.. Hctuaa 8uperatitUma, No. 54, p. 302. 
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and told him how he, the bird king, had settled certain ques- 
tions in a bird parliament. And one from Cameroon^^ gives 
short speeches to each of the birds, most of whom advocate 
the election of the eagle as king. 

It is safe to say that a man of Chaucer's intellectual curios- 
ity must have known in some form this common tale of birds 
assembled in parliament. Yet the possibility that it could 
have furnished any suggestions for elements in the Parlement 
is touched with hesitancy, if touched at all, by scholars. 
A. C. Gkirrett has summarized in another connection an epi- 
sode in Hahn 25, in which a prince, searching for his bride, 
arrives at the court of the eagle. There, after all the birds 
have been called together, a lame hawk is at last found who 
can conduct the prince to his loved one. Mr. Garrett won- 
ders, ''Can some such folk-tale have suggested to Chaucer the 
modification of Alain de Tlsle which results in the ParUa- 
ment of Fowls f'*^^ Aside from the fact that Mr. Garrett is 
here proceeding on the old and erroneous premise that Alanus 
is the nucleus around which Chaucer gathered ideas for his 
poem, his hint is decidedly pertinent. 

In any discussion of a medieval author's treatment of 
beasts or birds one is apt to give the extremely popular bes- 
tiaries more than a passing thought. One particular branch 
of the bestiary material, which has beeji noticed briefly by 
Professor Manly in his argument against the allegorical in- 
terpretation of the Parlement,^^ is made up of formal poems 
dealing with bird parliaments. The poems are, however, 
quite different from the folk-tales which tell of such gather- 
ings. They are schematic and highly sophisticated works in 
which metaphorical turns of speech are often used by the 
birds. This genre of writing has been carefully studied, and 
twenty-nine such poems have been listed by Seelmann.*'^ The 
earliest member of his group is Pavo, a Latin poem of 272 



** Lederbogen, W., Kameruner Mdrohen, No. 21, p. 47, Dom Mdrchen von 
den Vogeln, 

"Studto* in Chaucer'a Hou9 of Fame, (Harvard) Btudiea and Notes in 
Philology and Literature, V: 168, 1896. 

'^atud. gur Bng, PhU., L.: 285. 1918. 

^Jahr. dee Ver. fUr niederd, Sprachforechung, XTV: 102ff. 
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verses, probably by Jordanus von Osnabriick of the thir- 
teenth century.**® The vogue continued with soon diminish- 
ing popularity until the sixteenth century. 

In Seelmann's array of Yogelsprachen is Chaucer's Parle- 
ment, surely a doubtful member of the family. For, though 
the Yogelspfxtchen are of some use in showing that the con- 
ception of birds assembling in parliaments was exceedingly 
wide-spread and probably known to Chaucer, they have in 
their plodding schematism little in common with Chaucer's 
delicate and imaginative poem. Frequently they deal with 
a king of birds or animals surrounded by a parliament of 
his advisers ; these in rotation edify him with wise saws and 
platitudes aimed to help him in the rule of his kingdom. 
The king among the birds is usually the eagle, and among 
beasts, of course, the lion. The birds' counsellors are apt to 
be noble birds such as the falcon, the hawk, or the peacock. 
The obvious aim in these poems, as with other medieval bes- 
tiaries, is to give instruction and to introduce moral maxims. 
Whatever the aim of the Parlement of Foules may be, it is 
certainly not this. 

The French poem Les dictz des hestes et oiissi des oyseaux,^* 
probably of the fifteenth century, is a good example of a late 
work of the class. Animals and then birds speak stiffly in 
quatrains. For example, the eagle says: 

De tous oyseaulx Je suls le roy; 
VoUer Je puis en si hault lieu 
Que le Bolell de pres je voy; 
Benoist son oeuex qui voyent Dleu.** 

That these poems have some ultimate connection with the 
popular tales of birds looks probable. But they are far less 
liable to have been of any inspiration to Chaucer than some 
folk-tale which he had read or heard. 

-Ibid., p. 108. 

'^ReoueU de poisiea francoiaea dea XV et XYf ei^lee, I: 256ff.. 
Farts. 1855. 

^Cf. the first three lines ot the quatrain with Chaucer's introduction 
of the eafrie in the Parlement (11. 830-1) : 

That with hia aharpe look perceih the aoniHe. 

A common bit of medieval bird-lore is reflected in both passages, 
as bestiaries show. 
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A literature of greater imaginative quality, and one which 
we are sure Chaucer knew and often used, is the court-of-love 
poetry. The influence of the love-vision upon the Parlement 
has been recognized. Professor Sypherd goes so far as to 
state sweepingly that **the conception of the goddess Nature 
holding a court of birds on St. Valentine's Day, and giving 
her awards, is due solely to the love-vision poetry.'*^ To one 
poem especially Professor Sypherd draws attention, Jean de 
Conde's La Messe des Oisiatis, in which ** we have what might 
well have been the original of the scene in the Parliament/'^ 
He thinks Venus sitting on a gorgeous throne and, surrounded 
by her birds, hearing the complaints of the Canonesses against 
the Grey Nuns, similar to Chaucer's figure of Dame Nature. 
A certain likeness undoubtedly exists, and its study is in- 
structive, but like many other critics Professor Sypherd at- 
tempts to dispose in a manner much too hasty of a matter 
which researches, if they have done nothing further, have 
shown to be probably complicated. 

Koeppel implied before Sypherd that French love poetry 
was being slighted in the consideration of Chaucer's sources 
for the poem, though he held the orthodox belief that Alanus 
was the mainstay of the literary structure.'* 

A short excursus into French court-of-love poetry to exam- 
ine the use of birds there will repay us. The following 
poems are of the type, and what pertinent material may be 
therein found is briefly summarized :•* 

Florance et Blancheflor, or Le Jugement d' Amour .^^ The 
court of the Ood of Love consists of birds, who discuss the 
familiar problem of the relative worth of clerk and knight as 
lovers, which is raised by two damsels. On the side of the 
knight are arrayed Sire Esperviers, Sire Faucons, and the 
Gais ; on the side of the clerk Dame Kalandre, Dame Aloe, and 



•> Chaucer, Houa of Fame, 1907, p. 24. 

•*Ihid., p. 24. 

•"Herrlsrs AroMv, XC: 149ff., 189S. 

••These are summarized In very useful fashion by Neilson, W. A.. The 
Origins and Bouroet of the Court of Love, (Harvard) Studies and Note* 
in PhUology and Literature, Boston. 1899, a work which I use freely. 

•Barbasan et M4on, Fahliauw et Contee, IV: S54-65, 1808; Nellaon. 
pp. 86-7. 
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the Bossignox. The nightingale fights the parrot to support 
the clerk's claim, and wins the combat. 

Oeste de Blancheflour et Florence.^^ A king presides over 
the discussion, which is again over the merits of clerk and 
knight as lovers, and the birds form a court The decision by 
combat is favorable to the knight. 

MeUor et Idoine.*^ There is no presiding god here. After 
the dispute by two damsels, the case is laid before the birds, 
and the verdict is in favor of the clerk. 

Li Fdblel dou Dieu d'Amours,^^ The author has a vision 
on a May morning. The birds around him hold a debate, 
and the nightingale calls the others together to complain of 
the degeneration of love. Different birds have different opin- 
ions. The hawk lays blame on the villaine gent, the thrush 
objects to confining love to the gentry, and the jay favors 
democracy in love. The nightingale dismisses the assembly. 

La Messe des Oisiaus et li Plais des Clumonesses et de$ 
Grises Nonains, by Jean de Cond6.'* The author dreams one 
night in May that a papegai as messenger of Venus fiies 
through the forest and bids the birds assemble in court to 
pay welcome to the Goddess of Love. Venus sits on a throne, 
and complaints are heard before her. The cuckoo is a rene- 
gade, and flies over the kneeling lovers, crying, "Tout cuku!" 
Everybody is angry, and the sparrow-hawk gives chase, but 
the cuckoo hides in a tree. A detailed account of a banquet 
follows.^* 

The human parts played by the birds as deliberators in 
parliaments and attendants to a queen or a god are striking 
enough. Professor Neilson thinks that inconsistencies early 
crept into the poems, since Cupid was first a god and then 
became a king. For the birds he traces an evolution from a 
position merely as attendants to the Gk)d of Love to a state 

4j 

*" Meyer, Romania, XV: S82ff; Neilson, p. S8. 

"Meyer. Romania, XV: 33 S ; Neilson. p. 88. 

•De VenuB la DeoBO d'Amor, ed. Foerster; Neilson. pp. 42if. 

"*ScheIer, Dita et ConteB, III: Iff. ; Neilson. pp. 67ff, 

^All of these worlcs have been mentioned briefly by Professor Manly, 
who arsues that alon? with the VogelBprachen, they mlf^t have been of 
some Inspiration to Chaucer. (Work cited, p. 285.) The material has 
been given here for the sake of completeness. 
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ill which they are ** barons" with deliberating power/* Cer- 
tain it is, at any rate, that here are found birds who disciiss 
problems and express opinions made to fit individual char- 
actei-s much as the ideas of Chaucer's birds are made appro- 
priate to their natures. They are even willing to fight for 
their opinions, and the discussion in the Parlement comes 
near being settled by combat. It is also certain that this 
love-visiou poetry in which the birds are so conventionally 
used influenced Chaucer m works other than the Parlement. 
In shoi*t, we can hardly escape the fact that serious consid- 
eration is due the French court-of-love and love-vision poems 
as very possible sources from which Chaucer could have drawn 
some hints, at least, for his birds. 

A brief survey has been made of different sorts of animal- 
and bird-lore which may possibly be indicated by the bird 
actors in the love drama of the Parlement. One thing stands 
out with clarity. It is not easy to say how many elements 
went into the composition. And this is what we might have 
expected from our knowledge of the ways in which Chaucer 
the literary artist uses everything at hand which is available 
for his purpose. 

To summarize: The Contending Lovers becomes a beast- 
tale, and more than that, a bird-tale. It seems pretty certain 
after an examination of the Jdtaka telling of a bird svayam^ 
vara that such a tale as this helps to furnish a plausible ex- 
planation for a composite tale like the Parlement. We have 
hints in other tales showing how lovers or skilful companions 
may take on other than human shapes. Furthermore, we 
know that beast-tales of Oriental origin were enormously 
popular in medieval Europe and especially in England. We 
might then expect a tendency toward an elaborate and sophis- 
ticated use of animal actors in the literature of Chaucer's 
time. We find it in other po^ns than Chaucer's, in such 
works as The Owl and the Nightingale, for instance.^* 



"Work cited, p. S8. 

«T*e Owl and the Niohtinffale, ed. WeUs, John B., 1907. Int. p. Ixlv: 
"It to probably to these popular sources, the Fable, the Bestiary or Fhysl- 
oloffus. and works such as Neckham's De Naturia Rerum, that is to be 
traced the Influence that ultimately led to the use of animals as actors 
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But we come back to an interesting problem. How much 
has Chaucer reworked the story! How much is the combina- 
tion due to himt 

The first possibility would seem to imply the following: 
Chaucer may have encountered already made a combination 
of the bird material with The Contending Lovers, Both this 
tale and The Skilful Companions, for which it possesses an 
aflSnity, actually do occur with bird or beast characters. The 
story of the Parlement may be much older than Chaucer, and 
may have been in Chaucer's original of exactly the same 
broad outlines as his own story. 

The second possibility is that Chaucer himself may have 
received the happy inspiration to make disputing suitors birds. 
Normally there is a parliamentary discussion in The Contend- 
ing Lovers, and a bird parliament would fit into the story ad- 
mirably. For this conclave of fowls Chaucer could have 
drawn hints from several very likely sources. The bird svay- 
amvara, like other Jatakas, may have been in the medieval 
folk-literature which Chaucer woidd have known, and may 
have been used. Also, many tales of bird parliaments in 
which problems other than those aroused by the claims of the 
rival lovers are discussed certainly existed in Chaucer's time. 
The formal Yogelsprachen helped to disseminate the concep- 
tion of birds assembling in parliaments. Finally French 
court-of-love poems and other sophisticated medieval poems 
afford very suggestive birds who play prominent parts as dis- 
putants, spectators, or servants to the deity of love. 

The merits of the possibilities are rather hard to decide. 
But emphasis deserves to be laid upon the fact that the 
method of composition indicated by the second possibility is 
in no way inconsistent with Chaucer's character. Chaucer 
was wholly capable of making the combination himself; we 
can imagine just how he coidd have mixed together the tale 
of bird lovers and the tale of contending suitors, adding handy 



in The Owl and In such later animal poema (e. sr. The Thnuh Ofuf the 
Niffhikigale and The Fom and the Wolf, Clanvowe'o Cuckow and Night- 
ingale, Dunbar's The Merle and the Nightingale, Henryson's The Lion 
and the Mouse, etc.) as were produced in Bnsrland in the thirteenth and 
the following centuries." 
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and pertinent bits of lore, and then have infused the whole 
with the results of his own wisdom and observation. It 
must be remembered that even a composite tale of con- 
tending bird lovers may have come to Chaucer with but the 
barest outlines of a story, and that in that case all the 
sources of bird-lore which have been discussed would have 
been possible aids to elaboration. 

Chaucer's Parlement furnishes the same object lesson that 
has been afforded by others of his works when they have been 
analyzed for "elements". The peculiar genius and original- 
ity of his craftsmanship become clearer the more his sources 
are identified. Even if he received the plot and characters 
of the Parlement love story in their present outlines, it is 
certain that their clever handling is as much his own as 
anything could be. The skilful characterization bestowed 
upon the birds and the inimitable speeches of the birds argue 
pretty convincingly for themselves as contributions from 
Chaucer. Sophisticated literature and folk-literature have 
contributed many bits to the Parlement, but Chaucer him- 
self, '*glening here and there", is to be thanked for a delight- 
ful poem. 
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ASPECTS OF THE STORY OP TROILUS AND 
CRISETDE 

Karl Young 

Although the majority of Chaucerian scholars may now 
agree in interpreting Troilits and Criseyde as a manifestation 
of mediaeval courtly love, probably no one would contend 
that this particular subject of investigation has been ex- 
hausted.^ The element of courtly love in Chaucer's poem 



^That Chaucer's TroHtia Is to some way related to the doctrine of 
courtly love was observed at least as early as 1862, in which year Adolf 
Bbert published (Jahrkuoh filr ronuMiaohe und engHaohe Literatur, IV: 
85-106) his review of B. O. Sandras' Etude 9ur 0. Chaucer (Paris, 1859). 
This relation Bbert conceives (pp. 92-9S) through the character of Fan- 
darus, whom he interprets as representing CThauoer's irony toward "fan- 
tastical chivalric love'*. Alfons Klssner (Chauoer in eeinen BeiHehungen 
tuT italienieohen Literatur, Marburg, ]867, pp. 58-54) combats Eberfs 
view of Pandarus, and ten Brink {Chaucer: Studien, SCdnster, 1870, pp. 
72-78) reaffirms it A. W. Pollard iChaiucer, London, 1898, p. 85) views 
the matter somewhat more comprehensively, and in regard to "the theory 
of life and love that underlies" Troilue writes as follows : 

"This theory is that of most of the romances of chivalry .... 
It is small wonder that Love also was erected into a religion with 
its own code of morality. V^e shall be mistaken, indeed, if we think 
that this code was either an easy or a base one. To be a good lover 
a knight had to be brave unto death, courteous to all men, humble to 
his lady, pure of thought, modest of speech, ready to sacrifice all, 
even his love itself, for his lady's honour. Whom he loved was reck- 
oned a matter of destiny, and this was held to excuse all." 
W. J. Courthope {A Hiatary of English Poetry, VoL I, New York, 
1895. p. 268) speaks still more specifically In regard to the element of 
courtly love in TroUue: 

"In the first three books Cressida's conduct is regulated in strict 
conformity with the standing rules of chivalrous society. She re- 
sists her own inclinations, and withstands the solicitations of Fan- 
dams on behalf of Troilus, with all the oppositions of argument re- 
quired by the science of the troubadours and the regulations c.f the 
(^urts of Love. Andr4 le CThapelain himself could have found no 
fault with her behaviour. When she finally surrenders to Troilus, 
she has as yet been guilty of no offence according to the moral code 
of the time, which merely required her to be true and steadfast in 
her attachment to one preferred lover." 
Carlo Segrft (Fanfutta della Domenioa, Rome, Nov. 25, 1900, p. 2, ool. 
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has indeed been so generously and effectually expounded that 
a mere extension of illustrations is scarcely needed for the 
stability of the demonstration ; but the bearing of the prin- 
ciples of Vamour courtois upon certain elements in the story 
is still left in doubt, and further inquiry in regard to these 
relations may not be considered inappropriate. 

In the succeeding pages, then, I undertake to treat two 
considerations in regard to which recent investigators have 
been either contradictory in their findings or relatively silent : 
(1) the role, or status, of Pandarus, and (2) the heroine's 
relation to, or attitude toward, marriage.' I hasten to de- 
clare that I am in no sense combatting the general inter- 
pretation of TroUus and Criseyde as a phenomenon of courtly 
love. The evidence in support of that interpretation appears 
to me to be even more ample and comprehensive than has yet 
been urged. In the present paper I am concerned merely 
with two fundamental elements of the poem the relation of 
which to the courtly code seems still to be open to discussion.* 



S) refers, in a sreneral way. to the "Influenia del Roman de to Rose, deUe 
Corti d'Amore e dell'arte trovadorica" in Troitua. Althoufrh it appears, 
then, that the element of courtly love in Troilua had been variously rec- 
ognized by several predecessors, a thorough-going study of the matter 
was first made by W. O. Dodd (Courtly Love in Chaucer and Oower, 
Boston, 1918, pp. 129-208), under the leadership of Professor Kittredge. 
Professor Kittredge's own statement of the case is found in his Chaucer 
and Hie Poetry (Cambridge, 1915, Chapter IV), — a statement that he 
had been communicating for half a generation to the fortunate members 
of his Chaucer seminary. The relation of Troilua to courtly love has re- 
cently been considered by W. W. Lawrence (Shakaperian Studiea by 
Membera of the Department of Engliah and Comparative Literature in 
Columbia Univeraity, New York, 1918, pp. 194-208), and occasional refer- 
ences to this matter are found in the valuable monograph of H. M. Cum- 
mings. The Indebtedneaa of Chaucer* a Worka to the Italian Worka of 
Boccaccio iUniveraity of Cincinnati Studiea, X, Part 2, 1918. See especi- 
ally pp. 58, 70, 105, 108, 121, 122). To the last four writers I shall ex- 
press my obligation in the following pages. To Fk*ofessor Kittredge and 
Doctor Dodd I have already expressed my appreciation in a review of 
Doctor Dodd's important book, in The Journal of Engliah and Oermanie 
PhUoloffy, XV. No. 1 (1918), pp. 164-181. 

*I ventured to propose these considerations, without treating thenu 
in Journal of Engliah and Germanic Philology, XV:166. Cf. pp. 158, 157. 

*It is fortunate that in formulating the principles of courtly love one 
is not at the mercy of the contradictory testimony of Provencal lyric and 
French romance. For the sake of definiteness I draw my evidences 
directly from the ample treatise of Andreas (^pellanus. De Amare, 
(edited by E. Trojel, Copenhagen. 1892). I\>r digests of Andreaa* 
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In considering the role of Pandarus one confronts primarily 
the question of the appropriateness of such a figure in a poem 
conforming to the spirit and precepts of courtly love. In 
spite of the fact that these precepts impose upon the lovers 
a strenuous secrecy,* may they nevertheless disclose their 
amour to an intermediary, and profit by his counsel or active 
assistance? Since both affirmative and negative replies have 
recently been made to this question,' we shall do well in ap- 



treatlse. and for discussiona of ita place among the medieval theorlea of 
loye, one may conault, in addition to the woiica cited by Dodd (Chapter 
I), B. Gorra. La Teorica deW Amore e Un Antioo Poema Franceae In- 
edito (in his Fra Drammi e Poemi, Milan, 1900, pp. 201-302) ; E. Wecha- 
aler. Dob Kulturprohlem dea Minnesanga, Vol. I, Halle, 1909; K. Heyl, 
Die Theorie der M4nne in den Ulteaten Minneromanen Frankreicha, Mar- 
burg, 1911 (Bibliography, pp. ix-xii). 

^Finitur quoque amor, postquam evidenter fuerit propalatua atque 
inter homines divulgatus (Andreas, p 248). See also Andreas, pp. 106 
(Rule X), 810 (Rule XIII), 175, 288, 290-291. 

*Dodd (p. 147) observes that "the intermediary between the lover and 
his Udy was a recognized figure in mediaeval love affairs", and (p. 80) 
that the possession of a confidant is implied in Andreas' rule, Amoria tui 
aeoretttrioa noli plurea habere. See also Dodd, pp. 29, 181. In referring 
to Pandaro as "a stoclc figure**, Cummings (p. 110) may, or may not, 
support the general position of Dodd. In any case, if my understanding 
is correct, Dodd's view of the matter is challenged by Professor Kitt- 
redge (The Poetry of Chaucer, 140) in the following passage: **The sys- 
tem of courtly love had neither comfort nor excuse for Pandarus. Though 
Cressida's love for Troilus was blameless, or even meritorious, under the 
code, yet that same code, in its inconsistency, held no justification 
for the go-between". This is the view expressed also by Lawrence in 
such passages as the following (op. oit., pp. 199, 201) : "The fault of 
Pandarus, however, according to the conventions of courtly love, is one 
not of morals but of manners. If we judge the episode in which he 
figures from this point of view, and agree that Criseyde acted properly 
in yielding to Troilus, we ought, apparently, not to condemn her uncle for 
his furtherance of the intrigue. But in theory the love-affair admitted 
of the intervention of no third person; it had to be perfectly secret, the 
affair of the lover and the lady alone ... In theory, the mere fact 
that Pandarus Icnew of the affair at all was to be regretted." Meray, 
after an extended review of the code of Andreas (^pellanus (A. Meray, 
La Vie au Tempa dea Coura d* Amour, Paris, 1876, pp. 125-180), speaks 
(p. 197) of "la loi d'amour: 'se d^fier des confidents*.*' Whence Meray 
derives this "loi" I do not know, — certainly not from Andreas. Possibly 
he misinterprets Andreas' rule, quoted above: Amoria tui aeoretarioa 
noli plurea habere. The interpretation of this rule is considered below, 
p. 871. Dodd's view seems to find support in Sayj-Lopei {Romm^, 
XXVII :467). See also H. Hauvette. Boocace, Paris. 1914, p. 82; E. 
Gorra, Teati Inediti di Stona Trojatia, Turin, 1887, 868. 
24 
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pealing directly to the code of courtly love itself, conveniently 
formulated and generously illustrated in the De Amore of 
Andreas Capellanus.* 

In the first chapter of his treatise, entitled Quid sit amor, 
after describing the growth of the suitor's desire to the point 
of ardent passion, Andreas proceeds thus: 

Postquam vero ad banc oogltationem plenarlam derenerit, sua 
frena nescit continere amor, sed statim procedit ad actom; $taiir% 
enim adiutarium habere Jaborat et intemuntium invenire, Indpit 
•nim cogltare, quaUter eius gratiam valeat invenire, indpit etiam 
quaerere locum et tempus cum opportunitate loquendL* 

In this passage Andreas clearly expresses the suitor's need 
of an active intermediary; and the context contains no hint 
of disapproval of such an agent. At the very outset, then, the 
code of courtly love assumes the employment of some sort of 
go-between. In the following well-considered passage, more- 
over, Andreas explains with precision that the employment 
of an agent of this sort is not to be considered a violation of 
the principle of secrecy: 



Sed dices forsan: Ergo 1111 amoris obTlabltur regulae, 
dldt, amorem no^ esse propalandum. Cul taUter respond^nus ob- 
ledo: Dlclmus enlm, quod ooamantlum per8<mls exceptis tribus 
aliiM poteMt amor licite prapalari per9oni$. Nam permlttltur ama- 
tori sul amoris $ecretarium invenire idoneum, cum quo secrete val- 
eat de suo solatlarl amore, et qui el, si contlgerit. In amoris com- 
patlatur adversls, Sed et amatrid simtlem coneeditur tecretariam 
poBtulare. Praeter istos intemuntium fidelem de communi pouunt 
habere contennh per quern amor occkUe et recte temper valeat gw- 
bemari.* 

This passage clearly prescribes that three outside persons 
may have knowledge of an amour: a confidant (secretarius) 
for the suitor, a confidante (secretaria) for the lady, and an 



*Le88 authoritative information may be found in medieval narratives 
of love (tee K. Young, The Oriifin and Development of the Story of Troi^ 
lus and Oriaeyde, Chaucer Society, London, 1908, pp. 45-53). 

* Andreas, pp. 5-6. The italics here, and in subsequent quotations, 
are mine. 

'Andreas, p. 267. This passage is found in the chapter entitled Si 
unue amantiwn alteri fUlem frangat atnanti, pp. 264 ft. 
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intermediary (intemuntms fidelii) throngh whom the amour 
may be condueted in seere<^ lind ^od form. This explana- 
tion seems amply to elnd&te the rule, ^^ Amoris tui secre- 
tarios noli plures habere".* The lovers are allowed to con- 
fide, not in numerous persons, but only in the prescribed 
three.** 

In further elucidation of the role of the intermediary in 
the affairs of courtly love one may cite from Andreas' treatise 
the following account of a case brought before a tribunal 
under the presidency of the Countess of Champagne: 

Miles quidam» dam pro cuiusdam dominae laboraret amore, et el 
non esset penitus opportunitas copiosa loquendi, secretarium in hoc 
sibi quendam fiusto de mulieris assensn adhibuit, quo mediante uter- 
que alterius vicissim faciUus valeat agnoscere voluntatem et suam 
ei secretiuB indicare, et per quern etiam occultius amor inter eos 
pcssit perpetuo gubemari. Qui secretarlus, officio legationis as- 
sumpto, sociali fide confracta» amantis sibi nomen asBumpsit ac pro 
se ipso coepit soUicitns esse. Cuius praefata domina inurbane 
coepit fraudibus assentire. Sic tandem cum ipso complevit amorem 
et eius universa vota peregit. Miles autem pro fraude sibi fftcta 
commotus Campaniae comitissae totam negotii seriem indioayit et 
de ipsius et aliarum dominanun iudicio nefas praedictum postulat 
indicari, et eiusdem comitissae ipse fraudulentus coUaudavit arbi- 
trium. Comitissa vero, sexagenario accersito sibi numero domin- 
arum» rem tali iudicio deflnivit: Amator iste dolosus, qui suis 
mentis dignam reperit mulierem» quae tanto facinori nou erubuit 
assentire, male acquisito fruatur amore, si placet, et ipsa tali digna 
fruatur amico. Uterque tamen in perpetumn a cuiusUbet alterlus 



'Andreas, p. 106 (Rule VI). Cf. the following passage in the conyer- 
sation Loquitur nohHiar pleheiae: "Homo ait: . . . Nonne amoris 
praecepto testante in amore non licet secretarios plures habere?" (And- 
reas, p. 114). In the following passage the phrase eoftra auoa terminoa may 
refer to the three outside persons mentioned above : "Qui suum Igitur oupit 
amorem diu retinere illaesum, eum sibi maxlme praecavere oportet, ut 
amor extra auoa terminoa nemini propaletur, sed omnibus reservetur oc- 
cultus*' (Andreas, p. 288). 

>*One of the ai^ropriate duties of a aecretariua, — a duty that does not 
directly concern our present study, — ^was the presenting before a court 
of lOYe of the case of the litigant whom he served. See Andreas, pp. 267. 
285-287. The question of the existence of the court of love as an estab- 
lished tribunal in actual life has long been debated. For an important 
review of the controversy see V. Cresdni, Nuove Poatille dl Trattato 
Amoroao d' Andrea OapeXkmo, In AftI del JBsale Jatituto Veneto d* 
Sohnxe, Lettere e4 Arti, Vol. 69, Part 2 (1909-10), pp. 1-99, 478-604. 
For earlier discussions see Dodd, p. 4. « 
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peraonae maneat aegregatUB amoro, et neater ad dominamm coetos 
rel militum coriaa ulterlua derocetar, quia ipse contra mllitarU 
ordinla fidem conuniait, et Ilia oontra dominamm pudorem torpiter 
aecretarii conaenait amorl.'^ 

Here we have an account of an amour conducted through the 
mediation of a secretaries. The fact that the intermediary 
proves false and wooes the lady upon his own behalf is re- 
garded as a blot, not upon his role, but upon his character. 
What the tribunal denounces is not the office of secretariw, 
but the treachery of the individual." 

It is clear, then, that whatever attitude this or that me- 
diaeval author may assume toward the friendly intermediary 
of literary amours, this personage is a legalized agent in the 
system of courtly love, requiring, at least from Andreas, no 
apology.^* 

We may now inquire whether or not Boccaccio and Chaucer 
present the role of the intermediary in the favorable light 
seen in the De Amore of Andreas. Let it be understood 
that we are not, for the present, considering the character of 
the personage, but merely his role. The question to be an- 
swered is merely this: Are the activities of Pandaro and 
Pandarus presented as being normal and praiseworthy, or 
are they a subject for disparagement and apology? The basis 
for our answer must be, naturally, the observations upon the 
rdle offered either by the several characters in the poems or 
by the authors themselves. 

In his enthusiasm over the amour in its incipiency Pandaro 
implies complete approval of his own role in the following 
words to Troilo: 

Se quella ch' ami fosse mla sorella, 
A mlo potere ayral tuo placer d' ella.** 



^'Andreas, 288-289. 

*>One recalls Pandarus* declaration against this sort of "supplant- 
ing" (T. and C, 1:715-718) : 

If god wole thou art not agast of me. 
Lest I wolde of thy lady thee biyyle, 
Thow wost thy-self whom that I love, pardee, 
Ai I best can, gon slthen longe whyle. 
»In addition to the references given above in regard to the Inter- 
mediary, see also Andreas, pp. 205, 288. 294. 

** FUoatrato, 11:16, 7-8. I use Opere Volgari di Giovanni Boceacoio, 
Xin, Flrenxe, MouUer, 1831. 
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Pandams expresses the same confidence as follows: 

Were it for my soster, al thy sorwe. 

By my wil, she sholde al be thyn to-morwe.^ 

Pandaro's conscience seems to be dear also when he speaks 
the following: 

Non creder» Troilo, ch' io non yegga bene 

Non oonyenirsi a donna yalorosa 

St fatti amorl, e quel ch' a me ne viene, 

Bd a lei ed a' suoi, se cotal cosa 

Alia bocca del volgo mai perriene, 

Che, per follia di noi, yituperosa 

ti diyenuta, doye esser solea 

Onor, dappoi per amor si facea. 

Bla perciocchd 1 disio b' d impedito 
Air operare, e tutto simigliante 
Non conosciuto, parml per partite 
Poter pigliar, che ciascheduno amante 
Possa seguire 11 sue alto appetito, 
Sol che sla sayio in f atto ed in sembiante, 
Senza yergogna alcana di colore 
A cui tien la yergogna e 1' onor loro.^ 

In the first of these stanzas Pandaro shows himself to be 
aware of the damage to his own reputation, as well as to 
Criseida's,^^ in case the amour should ever be disclosed to the 
unsparing public; but in the second stanza he confidently 
urges that the amorous enterprise proceed.*' 



«» T. and C, 1 : 860-861. 
^FiL, H: 26-26. 

"The apelllng Oriaeida for the name of Boccaccio'i heroine la at- 
tested by the inyeatigatlona of Profeaaor B. H. Wilklna (Modem Lang- 
uage Notea, XXIV, 65-67), and la accepted by Hauyette (Boocaoe, p. 
79). 

<*That Chaucer omits these stanzas seems to me clear, as it does to 
Rossetti (Compariaon, pp. 86-87). Cummings (p. 68) seems to hold the 
contrary opinion, though he does not specify the precise Bngllsh lines 
that he takes to represent these two Italian stansas. Chaucer's reason 
for the omission is not obvious; nor am I sure of the bearing of the first 
of the Italian stansas in itself. RossetU (p. 86) translates it adequately 
as follows: 

''Suppose not, Troilus, that I do not dearly see that such amours 
are unbefitting to a lady of character; or that I am blind to what 
wHl be the result to myself, and to her and hers, if such a thinar 
ever reaches the mouth of the vulff&r; a thingr which, through our 
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Pandaro's satisfaction in his own undertaking appears un- 
equivocally in his assurance to Troilo, 

larol torto, 
Se in cid non ne faoessi U mio potere 
In tuo serviglo.* 

And Pandarus is only slightly less explicit in his declaration, 

Wherefore I am, and wol be» ay redy 
To peyne me to do yow this serryse; 
For bothe yow to plese thus hope I 
Her-afterward; for ye beth bothe wyse, 
And conne it connseyl kepe in swich a wyse. 
That no man shal the wyser of it be; 
And so we may be gladed alle three.* 

As he proceeded with the story Chaucer, on his part, evi- 
dently felt some qualms as to the impression that the con- 
duct of the amour might make upon the readers, — or hear- 
ers,'^— of the poem. At the point at which Pandarus is about 
to make his first appeal to Criseyde, Chaucer introduces the 
following apology:** 

Eek for to winne love in sondry ages, 
In sondry londes, sondry been usages. 



foUy, haa become opprobrious, whereas it uaed to be true hono«ir, be- 
ing done for love." 
At first sight the passage seems to mean that such an amour as the pres- 
ent one is <n Uwelf unbefitting to such a lady as Criseida; but the staasa 
Is probably to be taken as a whole in the meaning that such amoun are, 
in Pandaro's day socially disgraceful </ they are mckle pMbUo. There 
Is no indication that Pandaro feels guilty over his own rOle. In connec- 
tion with this stansa Cummings observes (p. 110), "FRndaro enters 
with a clear conscience into the intrigue". 

^•FiL, 11: 28, 6-7. 

»T. and C, I: 988-994. 

<^ Several passages in the English poem suggest its having been read 
aloud. See, for example, T. oful C. 1:6, 460 ; II: 80, 48, 1761; III: 499; 
V: 1797. See also Li. F. Mott, The System of Courtly Lov0, Boston. 1896, 
"0. it ; O. Li. Kittredge, The Date of Chauoer'e TroUue, London, Chaucer 
Society 1909, p. 62 ; J. B. P. Tatlock, The Development and Chronoloffy of 
Chauoefe Worke, London, Chaucer Society, 1907, p. 170 ; R. B:. Root, in 
PuhUoatione of the Modem Language AeBodation, XXVIII (1918) : 489. 

* FiHoetrato contains nothing similar. 



Digitized by VjOOQIC 



ASPBCTS OF THB STORY OP TROILUS AND CRISBTDB 375 

And for-tli7 it it happe in any wyae, 
That here be any loyere in this place 
That herkeneth, as the story wol deryse. 
How Troflus com to his lady grace* 
And thenketh» so n<dde I nat lore purchace. 
Or wondreth on his speche and his doinge, 
I noot; hut it is me no wonderinge; 

For erery wight which that to Rome wenti 
Halt nat o path, or alwey o manere; 
Bek in som lond were al the gamen shent. 
If that they ferde in lore as men don here. 
And thus, in open doing or in chore. 
In Yisitinge, in forme, or seyde hir sawes; 
For-thy men seyn, eoh con^tree hath his lawes." 

Whether or not these lines refer primarily to Pandarus, his 
activities are inevitably included in the apology. 

But as the narrative proceeds, condoning ceases. Con- 
demnation is heard first from the lips of Criseyde, when Pan- 
dai^ has disclosed, at least in a preliminary way, the nature 
of the amorous enterprise that he is advancing: 

And she bigan to breste arwepe anoon. 
And seyde, 'alias, for wo! why nere I de^d? 
For of this world the felth is al agoon! 
Alias! what sholden straunge to me doon, 
vnien he, that for my beste freend I wende. 
Ret me to love, and sholde it me defende? 

Alias! I wolde han trusted, doutelees. 
That if that I thurgh my disaventure, 
Had loved other him or Achilles, 
Ector, or any mannes creature, 
Te nolde han had no mercy ne mesnre 
On me, but alwey had me in reprove; 
This false world, alias! who may it leve?~ 

This utterance has a firm basis in the following words of 
Criseida: 

lo mi credea, Pandaro, se io 

In tal foUfa giammai foesi caduta, 

Che se TroUo venuto nel disio 



•r. mklC, n: 27-42. 
^T. ondCU: 408-420. 
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Mi f 0886 mai, tu iii'aye88i battuta 
Non Che rlpre8a, 8t com' uom di 1 mio 
Onor cercar doTre8ti: oh Dk> m'aiuta! 
Che faran gli altri, poi che tu t'ingegnl 
Di seguir farm! gli amorosi regni?" 

The heroine's denunciation of her kinsman onght not, of 
course, to be taken too seriously, especially in view of the 
prompt awakening of her interest in the project broached.'** 
But however sceptical one may be as to the sincerity of the 
heroine's first repulses, there is no escaping the seriousness 
of the go-between in his condemnation of his own function. 
When the consummation of the amour becomes imminent^*^ 
Pandaro's remorse breaks forth as follows: 

lo 8on per te 4iyenuto meziano. 
Per te gittato ho in terra il mio onore. 
Per te ho io corrotto il petto sano 
Di mia sorella, e posto 1' ho nel core 
II tuo amor; 

Ma come Iddio che tntto quanto vede, 
E tu che 1 sai, a cid non m' ha indotto 
Di premio speranza, ma sol fede, 
Che come amico ti porto, e oondotto 
M' ha ad oprar che tu troTi mercede; 

Or venuto d che tu neUe man V hai, 
E puogliel tor se f ai quel che non del, 
Benchd addivenir cid non pud mai 
Senza mia gran vergogna, che parente 
Le 8ono, e trattator similemente.* 

The penitence of Pandarus is expressed in a closely similar 
form: 

For thee am I bicomen, 

Bitwizen game and emest, ewich a mene 

As maken wommen un-to men to comen; 

Al sey I nought, thou wost wel what I mene. 

For thee have I my nece, of yyces clene. 



»FiL, U: 48. 

MSee FiL, II: 66. 66-66; T. and C, II: 499-604. 
» See FiL, U: 189-141 ; 7. and C, III: 188-800. 
-Fil, ni: 6. 1-6 ; 7. 1-6 ; 8. 4-8. 
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8a fully maad thy gentilesse trlste. 
That al shal been right aa thy-eelve liste. 

But god, that al wot, take I to witnesae, 

That never I this for coveityse wroughte. 

But only for to abregge that distresse, 

For which wel nygh thou deydest, as me thoughte. 

• • • • 
But wo is me, that I, that cause al this, 
Blay thenken that she is my nece dere, 
And I hir eem, and traytor eek y-fere! . 

And were it wist that I, through myn engyn, 
Hadde in my nece y-put this fantasye, 
To do thy lust, and hoolly to be thyn. 
Why, al the world up-on it wolde crye. 
And seye, that I the worste trecherye 
Dide in this cas, that ever was bigonne.* 

For this self-condemnation each poem provides, to be sure, 
a certain mitigation in the effort of the hero to clear the good 
name of his friend. Troilns, for example,*^ speaks as follows : 

But here, with al myn herte, I thee biseche. 
That never in me thou deme swich folye 
As I shal seyn; me thoughte, by thy epeche. 
That this, which thou me dost for companye, 
I sholde wene it were a bauderye; 
I am nought wood, al-if I lewed be; 
It is not so, that woot I wel, pardee. 

But he that goth, for gold or for ridiesse. 
On swich message, caUe him what thee list; 
And this that thou dost, calls it gentilesse, 
Ck>mpassioun, and felawship, and trist; 
Departe it so, for wyde-where is wist 
How that there is dyversitee requered 
Bitwizen thinges lyke, as I have lered. 

And, that thou knowe I thenke nought ne wene 
That this servyse a shame be or jape, 
I have my taire suster Polixene, 
Cassandra, Eleyne, or any of the frape; 
Be she never so fairs or wel y-shape, 
Tel me, which thou wilt of everichone. 
To han for thyn, and lat me thanne aUone.*^ 



»T. and C, ni: 258-268. 271-279. 

••Trotto'i paraUel utterance (Fil, III: 16, 6-18, 8) differs in no sub- 
stantial respect See SavJ-Liopes, in Romania, XXVII : 466. 
»r. oikl C, in: 891-418. 
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In this utterance Troilns not only asserts the distinction be- 
tween the intermediary who works for hire and the one who 
serves through friendship ; he also tries to dispd the oppro- 
brium conceived by Pandarus as arising from his kinship 
with Criseyde." One's first impression is, indeed, that the 
qualms of the intermediary have been effectually allayed. 
Such an impression arises naturally from such a passage as 
the following in TraHus: 

Thus held him ech with other wel apayed. 
That al the world ne mlghte it bet amende;"* 

or from the following in Filostrato: 

Rimase Pandar di Trdlo contento, 
B ciascheduno a sue bisogna attese.** 

It happens, however, that in neither poem is this the end of 
the matter. In the course of Us last words to Troilo, toward 
the very end of the narrative, Pandaro discloses his remorse 
again in the lines, 

Cid ch' io fe' gi& il feci per tuo amore, 
LoMctmdo adOietro cia9c%no mio <mareJ* 

And Pandarus makes the same disclosure : 

And that thou me bisoughtest doon of yore, 
Havinge un-to myn honour ne my reste 
Right no reward, I dide al that thee leste." 

The utterances of the go-between that we have been review- 
ing clearly reveal a conflict in his mind between the dictates 
of friendship and those of honor. For Pandarus, — and 



«>Troiluc' oCCer of his seryices in winning one of his sisters for Pan- 
darus (T, and O., ni: 407~41S) is based upon the similar offer of TroUo 
to Pandaro (Fit, III: 18. 1-8). Trottus might have reminded Pandarus 
of the tatter's own previous renunciation of any restraint assumed to 
arise from the circumstance of kinship (see T. and C, 1 : 860-861 and VU,, 
II: 16. 7-8. quoted above, p. 872). 

"T. afulO.,111: 421-422. 

»*F«., ni: 20. 1-2. 

»FiL, vni: 28. 7-8. 

"r. and C, V: 1714-1786. 
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equally well for Pandaro, — this conflict is finely delineated 
in the words of Professor Kittredge : 

Pandams Is Troilus' friend and Creissida'a uncle. This double 
relation is the sum and substance of his tragedy, for it inrolTes 
him in an action that sullies his honor to no purpose. Since Cres- 
sida is fkithless, he not only labors in Tain, but ruins his friend 
by the very success that his plans achieye. This humorous worldly 
enthusiast has two ideals* friendship and fkith in love. To friend- 
ship he sacrifices his honor, only, it seems, to make possible the 
tragic infidelity of Cressida, which destroys his friend.** 

What I wish especially to insist upon, however, is that this 
dash of ideals in the mind of Pandams is not to be charged 
to the exigencies of courtly love. In the courtly harmony 
prevailing in the poem the qualms of Pandarus sound a dis- 
sonance. However human and commendable his remorse may 
seem to us, it violates the explicit tradition of the courtly 
system. As we have learned from the treatise of Andreas 
himself, the courtly code assigned to the intermediary an es- 
sential and well-accredited r61e. The revulsion of feeling in 
the mind of Pandarus (and of Pandaro) arises, not from 
anything in the r81e itself that is alien to courtly love,** but 
from the characterization and human relationship through 
which the role is modified and enriched in the hands of Boc- 
caccio and Chaucer. 



II 

Beflection upon matrimonial considerations in Troilus and 
FUostrato begins naturally with the fact of the heroine's wid- 
owhood. At the outset one inevitably inquires as to the rea- 
son why Boccaccio should have chosen deliberately to trans- 
form the pucele of Benoit de Sainte-Maure into the vedova of 

* Kittredge, Chauoer and Hit Poetry, pp. 189-140. 

"One recalls from the romance of OlarU mul LarU the aid that Lari« 
offers his friend, Claris, who is adulterously in love with Laris's sister 
Lydaine. wife of King Ladont (see SavJ-L.opei. in Ratnamia, XXVH : 469 ; 
rounar, origin and Development^ p. 46). 
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Filosirato.** For so palpable a change he must have had a 
definite reason. 

The explanation usually given by Chaucerian critics is that 
Criseida's widowhood represents Boccaccio's attempt to make 
the literary figure conform more exactly to the circumstances 
of an actual love affair of his own. Since Boccaccio him- 
self declares that Criseida, — at least in her more favorable 
aspects, — represents Maria d'Aquino,*® the object of his own 
wooing, and since at the time of this declaration Maria was a 
married woman/^ it is asserted that Criseida was changed 
from the estate of pucele to that of vedova in order more ef- 
fectually to allegorize the actual object of Boccaccio's de- 
votion.^* The insufficiency of this explanation, however, is 
obvious. Although there are certain respects in whidi the 
vedova more accurately resembles the actual Maria d 'Aquino 
than does the pucele, one must still wonder why Boccaccio did 



''On the relation of FUostrato to the Roman de Trai9 of Benolt de 
Salnte-Maure and to the Hiatotia Troiana of Ouldo delle Ck>loime see 
Younff, Origin and Dev0lOfMnent, pp. 6-26. Benolt refers to Brlselda aa 
pucele (11. 18111. 1S828. 18421, 18669, etc. ; I uae the edition of Constans). 
meecMne (11. 18414, 18779, etc.), and danMeU (11. 18429, 18816, etc). 
Ouldo speaks of her as fUia {Hiatoria Troiana, Strassbury, 1489, siff. e 8 
recto, col. 2 ; slgr. 1 1 recto, coL 2). 

^See the prose Proemio of Filoetrato, On the relation of FiloetratQ 
to the love affair of Boccaccio and Maria d' Aquino see V. Oesdni. Con- 
tributo aifli 8tudi eul Boooaooio, Turin, 1887, pp. 186>208 ; A. della Torre. 
La Oiovinezza di G. Boccaccio, CittH di Castello, 1906, pp. 246-267. 
'« See deUa Torre, pp. 188, 270 ; Hauvette, pp. 44-48, 68-66, 78. 
^Kissner (op. cit, p. 46) states this view as follows: 

"Der Anlass su dieser Umyestaltuns mas elnerselts In Boccaccios 

Streben su suchen sein, die Besiehunsen der Ldebenden seinem Ver- 

hftltniss sur Fiametta mrSfflichst analos su maohen, die, wenn au<di 

nioht Wittwe, doch bekanntlich eine verhelrathete Frau war." 

This general view Is expressed by B. ten Brink (History of BngUah 

Literature, Vol. n. Part I, trans. Robin*>n. New York, 1898, p. 90), W. 

Hertsbers: (Jahrbuch der Deutachen BhakeapearcGeaeUaohaft, VI: 199). 

and Dodd (op. cit, p. 160). But Kissner (p. 46) finds another reason for 

Boccaccio's alteration, arising from the exigencies of the story itself: 

"AUein auch abgesehen davon musste Boccaccio eine solche Ver- 
luderung vomehmen, um die Oestaltung and DurchfOhrung der Fabel 
in dem Sinne wie sie Ihm vorschwebte su bewerkstelligen. H&tte er 
Chryaeia als junges MIdchen dargestellt, so wftre die ganxe Ver- 
wickelung der Knotenschllrsung weggefallen: Troilus hfttte nicht 
nOthig gehabt, auf Umwegen und verstohlener Weise sich der Qe> 
liebten su n&hem, sondem die einfache Frage wftre dann gewesen: 
Warum wirbt er nicht um sie und erringt sie sich als (^attinr* 
Dodd correctly notes (p. 160) Kissner's error in implying that mam- 
age was less likely for (Mseida as a widow than for Criseida as a maid. 
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not construct a really adequate allegory by presenting 
Criseida in the state of marriage.^ 

A cogent answer to such a query, and an acceptable ex- 
planation of Boccaccio's preference for widowhood, is found 
in the following vords of Professor Wilkins: ** Boccaccio 
made Criseida a widow, I am convinced, because he at that 
time (the Corbacdo was far in the future) regarded the 
widow as the ideal mistress''.** According to this view Boc- 
caccio's primary interest was not the allegorizing of an ex- 
ternal circumstance of his own progressing amour, but rather 
the presenting of an ideal. Substantial support for this 
position appears in a passage in the well-known episode of 
the Court of Love in Boccaccio's own Filocolo,^ In Questione 
IX the Queen discourses at length concerning the respective 
advantages, in an amour, of the maid, the married woman, 
and the widow. In the course of her ''judgment" she speaks 
as follows: 

Delia tre [i. e. vulceUa, mairitata, and vedova\ Tuna, clod la mar* 
itata, in nlun mode d da desiderare, peroccli' ella non d sua, nd sta 
In sua llberUt 11 potersl donare, o concedersl ad alcuno, e 11 volerla 
o U prenderla h commettere contra le divine leggl, e ancora contro 
alle natural! e positive, alle quali offendere d un commuovere sopra 

di 8d la divina ira, e per conseguente grave giudizio 

Ma perd, come dioemmo, lecito non d V altrui cose con inglusta 
cagione desiderare, le maritate lasceremo a' loro mariti, e prend- 
eremo deU' altre, deUe quali copiosa quantity d para davanti agli 
occhi la nostra cittit, e piuttosto le vedove seguiremo amando che le 
pulceUe, perocchd le pulcelle rozze e grosse a tal mestiero non senza 



«A husband In the background would not presumably, have entailed 
insuperable narratWe difficulties. But one hesitates to arouse conjecture, 
especially when, as we shall see, conjecture is unnecessary. 

«• B. H. Wilkins. in Modem PhUology, XI : 48. note 1. In support of his 
opfaiion Wilkins refers to Questione IX in Filooolo and to Rime, No. CI. 
from both of which I quote below. Shnilar references, without precise 
application to the heroine of Filoatntto, are given by Crescini (Contributo, 
p. 166) and P. Rajna (Romania, XXXI: 62-64). The view of Wilkins 
seems to be shared by H. Hauvette (Bocoaoe, p. 88). I seise this oppor- 
tunity for expressing, very inadequately, my gratitude to Professor Wil- 
kins for his unlimited generosity to me in connection with my studies in 
the relations of Boccacdo and Chaucer. 

«• Opere YolgoH, Vin : 81-120. In regard to the close chronological re- 
laUons of Filocolo and FiloBtrato see Crescini, Oontrilntio, p. 208 ; Young. 
Orig^ tmd Development, pp. 80-82. 
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molto affanno 0i recano abili a' desiderll dell' uomo, quello che 
nelle vedove non bisogna. Appresao se le puloelle amaao, eoae noa 
aanno che si desiderare, e perd con intero anlmo non aeguono 1 
vestigl deir amante come le yedoye, in cui gi& r antico faoco 
rlprende forza, e falle desiderar quello che per lungo abuso aveYano 
obliato, ed d loro tardi di venire a tale eifetto, plangendo il perduto 
tempo, e le sollnghe e lunghe notti che hanno trapaasate ne' yedoTi 
letti: perd queate aiano amate piuttosto, aecondo il nostro parere* 
da colore in cui liberty in sottometteni dimora.^ 

From this well-considered utterance one cannot avoid at 
least a preliminary inference that the widowhood conferred 
upon Criseida represents not so much Boccaccio's attempt to 
allegorize the married state of Maria d 'Aquino as his desire 
to portray an ideal amie. The vedova is superior to the 
maritata in her freedom from matrimonial entanglement; 
she surpasses the pvlcdla in her erotic desire and her imme- 
diate aptitude for an amour.^^ It would appear, then, that 
the attributes of the ideal mistress are completely present not 
in the wedded Maria of actual fact, but in the widowed 
Criseida of allegorical fiction. 

Bearing in mind, then, the broad attributes of Boccaccio's 
ideal anUe, as expounded in FUocolo, let us examine this 
ideal in the light of the doctrines of courtly love. It is 
obvious, in the first place, that the treatise of Andreas shows 
no exclusive preference for the widow, her problems receiving 
only incidental consideration.^* In the De Amore there is 
nothing approaching the argument quoted above from FUo- 
colo. On the other hand we have ample evidence that the 
widow, though not the lady par excellence of courtly love, is 



**Opere Volgari, VIII: 94-96. 

^The superiority of the vedova to the pulcella is expressed also In 
Boccaccio's Rime, No. CI. The poet addresses to Antonio Puoci a ques- 
tion as to which a man should choose as his partner in an amour, a maid 
or a widow. The reply grives preference to the widow in the foUowing 
words (Opere Volpari, XVI: 99) : 

Chi di fanciulla vergine innamora 
Con;dubbio segue srli sembianti suoi, 
Perchd di rado attien quel che prometta. 
Ond' io ti dico, <iome padre a flglio, 
Che per la viduetta lascl il giglio. 
See Crescini, Oontrihuto, p. 166 ; Rajna, p. 64 ; Wilkins, p. 48. n. 1. 
« Andreas, 168-170, 172-174. 285-287, 310 (Rule VII). 
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entirely acceptable to the code. Andreas gives attention, 
indeed, to two sorts of widowhood. In the first place, he 
treats the case of the lady bereaved through the death of 
her lover, prescribing that a period of two years most elapse 
before she may engage again in the militia amorist* But this 
case cannot be cited as bearing upon that of Criseida,^ since 
her vidwtiu arises from the loss, not of a lover, but of a hus- 
band. This second sort of widowhood Andreas discusses at 
some length in the important conversation entitled Loquitur 
nobiUor nobUiori.*^ The lady in this colloquy resists her 
suitor on the ground that her sadness over the death of her 
husband forbids worldly pleasures.** The suitor, however, 
explains that the ''legal'' period prescribed for mourning a 
husband is short: merely such time as is required for the 
quieting of the turbatio sanguinis in the widow ;'^' and he 
suggests further not only that after this period she is free to 
receive a lover, but also that she probably needs the healing 
satisfactions of love: 

Amor enlm est, qui dolonmi claustra disrumpit et laeta solus 
meruit gaudia subrcgare et suavla deleetationis solatia ministrare. 
Res est igitur amor ab omnibus appetenda et a cunctis diligenda 
per orbem, qui universorum meruit tristitiam propulsare et ala- 
critatis statum cuilibet ref ormare.** 



« Biennalis viduitat pro amante defuncto mipenititi praescrlbitur amanti 
(Andreas, p. 810. Rule Vn. Cf. pp. 16S-170). 

••It may be observed, incidentally, that the length of the period of 
Crlselda'i widowhood is unknown to ua. The tone of the following paa- 
■ase sufiTgesta that it may have been considerable: 

ma poichd '1 mio sposo 
Tolto ml fu. sempre la voglia mia 
D* amore fu lontana, ed ho doffUoso 
II cuore anoor della sua morte ria. 

(FU. II: 49. 8-«) 
Chaucer ignores this passage. See below, p. 886. 
•^Andreas, pp. 166-219. 

•> Viduitas tamen et optiml amlssi marlti tristltla omnia mihl vitae sol- 
atia contradicunt (Andreas, p. 172). 

"Lex quidem humana luctus tempore mulierlbus observanda praeflxit 
non quasi earum volens Inflrmltatl consulere sed humanl generis cupiens 
provMere utiUtati. ut sanguinis non posset provenlre turbatio vel diver- 
sorum slmul genera commiscerl. Nam, ubi cessaret turbatio sanguinis, 
evldenter permlslt apostolus mortuo viro alterlus statlm nuptlas contra- 
here (Andreas, p. 174). 
••Andreas, p. 178. 
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Prom this passage we may infer that, although the courtly 
code shows for the widow no distinctive preference, it does 
recognize in her an erotic aptitude related to that for which 
she is commended in Questione IX of FUocolo. 

For the other broad attribute of Boccaccio's ideal amie, — 
her freedom from matrimonial entanglement, — ^we find in the 
code of Andreas no support at all. On the contrary, Boc- 
caccio's discrimination against the married woman constitutes 
a significant divergence from the courtly code, for among 
the formal rules we find the following: Causa coniugii ab 
amore non est excusatio recta.^'^ The fact is that Andreas 
amply recognizes, and approves, the adulterous amours of 
married women.** 

It is clear, then, that Boccaccio's preference for the widow 
as the ideal partner in an amour could have been inspired 
only in small part by the requirements of the courtly system. 
His choice was either his own, or it was suggested by some 
courtly predecessor who observed a less ample code than that 
of Andreas. It should be remembered, nevertheless, that 
however alien the reasons for Boccaccio's choice may have 
been, the result of it may still be fully adequate to the cir- 
cumstances of courtly love. Although the courtly code dearly 
discredits Boccaccio's aversion to the married woman, it can 
still readily accept, for its own purposes, the amorous widow 
of his preference. Let us, then, review the considerations 
connected with widowhood in Filostrato, in order to observe 
both the author's adherence to the ideal set forth in FUocolo, 
and the eventual effect of this adherence upon the element of 
courtly love in the poem. In the course of this review, and 
after it, we may consider also the related matters in Chaucer's 
poem. 

At the beginning of their narratives the two poets are 
equally definite in mentioning the heroine's status.**^ In FH- 
ostrato the circumstance of widowhood is next brought for- 



» Andreas, p. SIO (Rule I). 
••See Andreas, pp. 141-14S. 280. 
"See FU,, I: 11. S ; T, and C, I: 97. 
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ward in the following trenchant stanza from the lips of 
Pandaro: 

Id credo certo, ch' ogni donna in yoglia 
Viva amorosa, e noir altro r affrena 
Che tema di yergogna; e Be a tal doglia, 
Onestamente medidna plena 
Si pud donar, foUe d chi non la spoglia, 
B poco parmi gli cuoca la pena. 
La mia cugina ^ vedava, e diHa; 
B Be '1 negaase nol gliel crederia."* 

Pandaro here enunciates a creed of sheer sensuality. He not 
only asserts that all women are sensually inclined, but in one 
line, 

L«a mia cugina d yedOTa, e desia, 

he also clearly implies that this inclination is especially 
marked in a widow, such as Criseida. This serious utterance 
from Pandaro seems to confirm the evidence from FUocolo 
as to one reason for Criseida 's being created a widow : namely, 
the erotic desire and aptitude of the bereaved woman. 
Chaucer's transformation of the Italian stanza is seen in the 
following lines: 

And wostow why I am the lasse afered 
Of this matere with my nece tretet 
For this have I herd seyd of wyse y-lered, 
"Was never man ne woman yet bigete 
That was unapt to suflren loves hete 
Celestial, or elles love of kinde;" 
For-thy som grace I hope in hir to flnde. 

And for to speke of hir in special, 

Hir beautee to bithinken and hir youthe, 

It sit hir nought to be celestial 

As yet, though that hir liste bothe and couthe; 

But trewely, it sete hir wel right nouthe 

A worthy knight to loven and cheryce, 

And but she do, I holde it for a vyce.* 



•FiL, n:27. 
*T. ondC, I: 974-987. 
25 
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One scarcely need comment upon the subtlety with which 
Chaucer refines away Boccaccio's suggestion of sensuality.** 
We encounter the fact of widowhood again when, in her 
first parr3ring with Pandaro, Criseida refers directly to her 
deceased husband as follows: 

Tentimi tu, o parli daddovero, 
Oriseida 6iaae, o se' del senno UBcitoT 
Chi deye aver di me placere intero 
8e gia non dlTenisse mio marito?*^ 

Her mood is continued, a few stanzas later, in the following 

vein: 

Poichd 1 mio spoBo 
Tolto mi fu, sempre la yoglia mia 
D' amore fa lontana, ed ho doglioso 
II cuore ancor della sua morte ria, 
Bd ayrd sempre mentre sard in vita, 
Tomandomi a memoria sua partita.*" 

The first of these demure utterances Chaucer certainly omits; 
and if the second passage is reflected at all in the English 
poem, it is in the following lines spoken by Criseyde in the 
course of a merry bout with Pandarus : 

'A! god forbede!' quod she, 'be ye mad? 

Is that a widewes lyt so god you save? 

By god, ye maken me right sore a-drad. 

Ye ben so wilde, it semeth as ye raye! 

It sete me wel b^t ay in a cave 

To bidde, and rede on holy seyntes lyres: 

Lat maydens gon to daunce, and yonge wyres.* 

Pursuing the conversation of Criseida with Pandaro, we 



•On the relation of "earthly" love to ••heavenly" see Wechasler pp. 
242-482, 40C-488; P. Rouseelot, Pour VM$toir0 du probUme de romovr 
•tt moyen age, Munster, 1908. 

«FiI., II: 46. 1-4. 

"F«., n: 4», 8-8. 

• r. and C, II : 118-119. See CnmmingB, p. 64. For this BngUeh pas- 
sage Rossetti (p. 46) indicates no parallel whatever in FOottrato, Nor 
does Rossetti (pp. 62, 6<) find in TroOiM a paraUel for either of theltal« 
Ian passages before us. 
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find him aasuring her that to a youthful widow the way to 
an amour is open: 

Bd a te stando in yestimento bnmo, 
OioYane ancora» d'amar li concede.^ 

It is remotely possible that these lines may be considered the 
basis of a vivacious transformation in the following English 
lines: 

But yet, I seye, anrseth* lat us daunce, 
And cast your wldwes habit to miscbaonce: 
What list yow thus your-self to disfl|3U*e, 
Sith yow is tid thus fair an aventureT** 

In her reflections after Pandaro's departure Criseida muses 
upon her widow's freedom as follows: 

lo son giovane, bella, vaga e lieta, 
Vedova, ricca, nobile ed amata, 
Senia flgliuoli ed in vita quieta, 
Perchd esser non deggio innamorataT** 

It may well be maintained that this passage shows the influ- 
ence of Boccaccio's conception of the unattached widow as 
the ideal amie. From hints in the Italian lines Chaucer 
creates the following tart utterance of Griseyde: 

I am myn owene woman, wel at ese, 

I thanke it god, as after myn estat; 

Right yong, and stonde unteyd in lusty lese, 

With-outen jalousye or swich debat; 

Shal noon housbonde seyn to me "chek-mat!" 

For either they ben ful of jalonsye. 

Or maisterful, or loven novelrye.* 

Although Chaucer eliminates the explicit mention of widow- 
hood, he enforces the consideration of Criseyde's freedom 
from matrimonial restraint. 



••FO.. II: 54, 5-6. 

«T. o«uf C„ II: 221-224. For theie Bnsllsh lines neither Romettl (p. 
49) nor Cummings (p. 54) suggests a parallel in F^Iotft^^oy-^nor do I 
press my own suggestion. 

••FO., II: 69, 1-4. 

•»r. and C, II: 760-766. 
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Both poems now drop the consideration of widowhood 
from view until Boccaccio revives it on the eve of Criseida's 
separation from Troilo, when she soliloquizes, 

Or yedova sard to daddoyero, 
Poichd da te dipartir ml eonyiene, 
Cuor del mlo corpo, e '1 yestlmento nero 
Ver testlmonlo fla delle mle pene.** 

This passage Chaucer ignores. The two authors agree, 
finally, in allowing the heroine a mention of her former hus- 
band to Diomede.** 

From the indications disclosed in this review it appears 
that the widowed heroine of FUostrato conforms to the ideal 
of erotic desire and adventurous freedom expounded in 
FUocolo; and we may now fully assent to the view that Boc- 
caccio was asserting this ideal when he transformed the 
pucele of Benoit into the vedova of FUostrato. It will ap- 
pear also that in certain aspects of her widowhood the 
English heroine differs substantially from her predecessor, 
and that these differences arise not from the mere fact that 
Criseyde's widowed state receives less frequent and less sober 
mention, but rather from an essential divergence in role and 
character. 

In the first place Chaucer is less thorough-going in absolv- 
ing the heroine from family obligations. Although Criseyde, 
like Criseida, comments with precision upon her independence 
of conjugal restraint, her freedom from certain other family 
responsibilities is left in doubt. Boccaccio explicitly assures 
us twice that Criseida has no children. In the course of his 
explanation of her situation in Troy after the departure of 
her father he writes, 

nd calere 
Le blsognava dl flgllo o dl flgUa, 
Come a colel che mal nessuno avere 
N* avea potuto.^ 



•Pil, TV: 90. 1-4. 

• F«., VI : 2». 1-S ; T. and C, V : »74-»78. 

"Fa. I: 15, 4-7. 
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Chaucer, on the other hand, deliberately mystifies ns with the 
following: 

But whether that she children hadde or noon, 
I rede it nought; therfore I lete it goon." 

At a later, and critical, moment in the poem, when Griseida 
is revolving in her mind the inducements and deterrents 
arising from the proposed amour, she reflects with explicit 
satisfaction upon her childlessness: 

lo son glovane, bella, vaga e lieta, 
Vedova, ricca, nobile ed amata, 
8enza figlinoH ed in vita quleta.^ 

At this point Chaucer is following his source with some 
particularity;^* yet he deliberately avoids the question of 
Criseyde's children. 

Although Chaucer's specific reason for suppressing these 
assurances in Filostrato probably cannot be demonstrated, 
one surmises that he finds a genial pleasure in mystifying the 
reader,^* and in adding further to the elusiveness of his 
heroine. Prom the point of view of courtly love it cannot, 
perhaps, be urged that the difference between the two poems 
on this particular point is of capital importance. Although 
Andreas makes full provision for the extra-matrimonial 
adventures of the married woman, and for the amours, of the 
widow, he does not consider the matter of maternal obligation. 
Prom his silence, therefore, without positive proof, one infers 
that he is assuming the absence of children. As to Boc- 
caccio's motive in absolving Criseida definitively from 
maternal obligation there can scarcely be a doubt : he wished 
to endow her, the ideal mistress,^* with complete freedom for 



"T. and C, I: 182-188. 

»FiL, II: 69. 1-8. 

" See Cummings, pp. 66-67. 

^Mn his formula. "I rede it nought", Chaucer is apparently resorting 
to his favored, and successful, device of pretending marked fidelity to 
written authority (see G. L. Kittredge, in Harvard 8t%idi08 in OUutical 
Phttoloffv, XXVIII: 56ff). But the device of reference to authority 
would have been equally successful if Chaucer hcul reported the truth. 

" Ideal, that is to say, in her circiunstances ; not ideal, of course, in her 
Infidelity. 
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amorous enterprise. And in this particular sort of freedom 
Criseida seems not only to satisfy Boccaccio's own ideal, but 
also to approach nearer than does the English heroine to the 
demands of modem taste and, possibly, nearer to the some- 
what vague decorum of courtly love. 

But the difference between the two poems in the securing 
of unencumbered action for the heroine is less important than 
the difference between their treatments of her phjrsical desire. 
Of Criseida 's erotic ardor we know not only through Pan- 
daro's assurance, quoted above,^* but also through the 
thoughts and utterance of the young widow herself. Her 
passionate reflections upon her first letter from Troilo, — 
reflections presented at length by Boccaccio,^^ — ^include such 
expressions as the following: 

a spegner questo foco 
Conviene a me trovare U tempo e 1 loco: 

or foss' to neUe braocla 
Dolcl dl lui, stretta a facda a faccia!^ 

Such erotic indulgence as this Chaucer dismisses in the 
reticent lines, 

Ayysed word by word in every lyne. 

And fond no lak, she thought he coude good.** 

Neither here nor elsewhere in the poem does Criseyde dis- 
close, or suggest, the physical passion that Boccaccio bestows 
upon his heroine without reserve."® 

It may fairly be contended that the difference between the 
two poems in this matter amounts to a divergence in their 
treatment of the element of courtly love. The courtly code 
imposes a strenuous restraint upon sensuality, and denies the 



" See above, p. S86. 

"Fil., 11: 114, 5-117. 8. 

»F«., II: 115. 7-8 ; 117, 7-8. 

^T. and C„ II : 1177-1178. 

••Compare the erotic disclosures of Crlseida's first letter of seven 
itansas iFU., II: 121-127) with Chaucer's colorless summary of five Unes 
(T. and 0„ II: 1221-1225) ; and note the passionate directness with which 
Criseida manages the events of her first night with Troilo (See Toung. 
Origin and Development, 140£f.) 
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possibility of love to the voluptuous;** hence Criseida's 
passion, in so far as it exceeds the bounds of moderation, 
condemns itself.*^ 

Closely associated, however, with Criseida's preponderance 
of physical desire are certain special aptitudes of hers which 
are absent from Criseyde, and which establish the Italian 
heroine in the full favor of the courtly S)r8tem. No statute 
of the courtly code is more characteristic and trenchant than 
this: that love cannot exist between persons who are united 
in matrimony;^ and none of Criseida's traits is more dis- 
tinctive than her explicit enunciation of this law. Let us, 
then, observe the divergencies between the two heroines in 
this respect. 

As we have already observed, in their first resistance to 
the go-between's proposal of an amour, both Criseida and 
Criseyde refer, with more or less feeling, to their deceased 
husbands; and Criseida, in an utterance that Chaucer ig- 
nores, goes so far as to suggest that, for her, love is con- 
ceivable only in the conjugal relation: 

Chi deve aver di me piacere intero 
Se gik non divenisse mlo marito?** 



**Nimla voluptatls abundantia impedlt amorem, quia sunt quidam, qui 
tanta voluptatis cupidine detinentur, quod amorl* non possunt retineri 
retlculis; qui poet multas etlam de mullere cogitationea habitaa vel fruc- 
tus aasnmptos, postquam aliam vident, statim illiua concuplscunt am- 
plexus et obsequli a priore amante suscepti obliviosi et ingratl exsiatunt. 
nii tales, quot vident, tot cupiunt Ubidlni inuniaceri Istorum talis amor 
est quails est canis impudid (Andreas, p. 18). See p. 106, Rules VIII 
and xn. 

«* Probably most readers of JHIottrato will recall the impression of 
Criseida's voluptuousness arisinir from Stansa S2 of Fart III. Without 
reference to its possible bearinir upon the element of courtly love, this 
trait of voluptuousness is commented upon by such writers as the fol- 
lowing: L. Moland et C. lyH^rioault, Nouvelle^ francoiaea en pro»0 du 
XIV sUcle, Paris, 1868, p. xcU; M. Bardelli, Qualche contribiUo apU 
ttudi autte reUmioni del Cha%tcer col Boooaooio, Florence, 1911, 84-S6: 
E. Legouis, Oeojfrey Chaucer (trans, by Lailavoix), London, 1918, 12C. 
SavJ-Lopez (Romania, XXVH: 471) seems to reckon this as among the 
traits that exclude Criseida from consideration as a heroine under the 
ideals of courtly love. 

"Andreas reports the following famous declaration as made by the 
Countess of Champagne: 'Didmus enim et stabilito tenore flrmamus, 
amorem non posse suas inter duos lugales extendere vires' (Andreas, p. 
168). See also Andreas, pp. 141, 172, 249. 280, 290. 

^FiL, n: 46. 8-4. See above, p. 888. 



Digitized by VjOOQIC 



892 UNIVERSITY OP WISCONSIN STUDIES 

But in this utterance Criseida is either expressing merely a 
first naive response to Pandaro's bold proposal, or she is 
screening her real curiosity concerning the half-disclosed 
adventure; for in her reflections after Pandaro's departure 
she presents to herself the following intense conception : 

Ed ora non d tempo da marito» 
£ se pur fosse, la sua llbertade 
Senrare d troppo pld sayio partito; 
L'amor che Tien da s) fittta amlstade 
lb eempre dagli amanti pit gradito; 
fir sia quanto ruol grande la beltade, 
Che a' maritl tosto non rineresca, 
Vaghi d' avere ogni d) cosa fresca. 

L' acqua furtiva, assai pld doloe cosa 
lb che 11 vin oon abbondanza avnto: 
Cos! d' amor la gloia, che nascosa 
Trapasaa assai, del sempre mai tennto 
Marito in braccio; adunque vigorosa 
Ricevi il dolce amante, 11 qual yenuto 
T d fermamente mandato da Dio, 
B sodisfa' a! suo caldo disio.** 

The significance of these stanzas lies not in their contradiction 
of Criseida 's previous protestation concerning a husband, 
but in their assertion of the conviction that the dwindling 
emotions of the conjugal relation are to be disparaged in 
favor of the passionate satisfaction of the secret amour. This 
assertion penetrates to the center of the conception of courtly 
love," and Chaucer's deliberate omission of it is note- 
worthy.'^ 

Firmly imbedded in Criseida 's refiection just quoted is the 
notion that an essential zest in erotic adventure arises from 
secrecy, from the evasion of obstacles, and from temporary 
separations. The courtly code, indeed, conceives of the very 
tranquillity of the marriage relation, or of any unimpeded 



'*Pil, n: 7S-74. 

•> Crescini iContributo, p. 198) notes the relation of these Italian stansas 
to the doctrine of courtly love. 
■^See my review of Dodd, in Jour, of Eng, and Gorm, PhUol, XV: 160. 
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union, as being fatal to the existence of love.^ This particu- 
lar aspect of Vamour courtois is specifically reflected in one 
of the later utterances of the Italian heroine. In the course 
of the last intimate conversation of the lovers, Troilo pro- 
poses, as one of his desperate remedies, that he and Criseida 
flee to some distant spot where their love may continue with- 
out interruption.®* This proposal Criseida rejects not only 
upon the ground that flight would do both lovers dishonor,** 
but also for a more fundamental reason, expressed as follows : 

Bd oltre a questo, to' che tu rlguardi 
A dd che quasi d' ogni cosa avYlene; 
Non h cosa s) vil, se ben si guardl» 
Che non si foccia dlslar con pene, 
E quanto pid di possederla ardl, 
Pid tosto abominfo nel cor ti viene, 
8e larga potestade dl vederla 
Fatta ti fia, e ancor di ritenerla. 

II nostro amor, che eotanto ti piace, 
± perchd far convien furtivamente, 
B di rado venire a questa pace; 
Ma se tu m' averai liberamente, 
Tosto si spegnerU r ardente face 
Ch' ora t' accende, e me similemente; 
Ferchd se 1 nostro amor vogliam che duri, 
Com' or facclam, convien sempre si furi.*^ 

In these words Criseida is once more expressing the essence 
of courtly love, and in deliberately omitting them** Chaucer 
is practicing a characteristic suppression.** 

In our comparison of the two poems with respect to the 
widowhood of the heroines, and their attitude toward mar- 
riage, we have observed that Chaucer has notably altered 



*■ FacUifl perceptio contemptibilem reddtt amorem, dlfllcUls eum carum 
facit haberi (Andreas, p. 310. Rule XIV). See also Andreas, 188-140, 
242, 245. 

••See F«., IV: 144-145. 

-See Fil, IV: 147-151. 

«Fa, rV: 162-168; See Cresclnl. Contrihuto, p. 198. 

*" Chaucer's deliberation appears In the fact that in this part of his poem 
be is following: Filoiirato closely. See Cummings, p. 76. 

"See my review of Dodd, in Jour, of Bng, and Oerm. Phil,, XV: 
160.1S1. 
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Bocpaccio 's ideal. Through his professed ignorance in regard 
to Criseyde's freedom from maternal obligation, Chancer has 
cast a certain elusiveness over her character, but he has not 
fundamentally altered her eligibility for the courtly amour. 
In minimizing the sheer physical passion of his heroine, 
however, he has actually enhanced her courtly status. On 
the other hand, in suppressing Criseida's erotic insistence 
upon the furtive aspect of her indulgence, Chaucer deliber- 
ately removes from his poem a palpable element of courtly 
love. This particular relaxation of the code, however, is not 
to be interpreted as indicating a substantial or pervasive 
renunciation of the courtly tradition; for it can be shown 
abundantly that in the essential circumstances and behavior 
of his heroine Chaucer maintains and enhances the elements 
of courtly love inherent in the poem of his predecessor.** 



"'It appears that this comprehensive demonstration has not yet been 
completely made. Although Dodd surveys the element of courtly love 
in the English poem* he undertakes no thorouerh-eroinff examination of 
the same element tn Filoatrato; hence he is In no position for appraising 
Chaucer's alterations. Cummings makes an admirable comparison of the 
two poems from several points of view, but his consideration of the ele- 
ment of courtly love is, avowedly, incidental and incomplete. 
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